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Translation Shifts in Slovene Subtitles and German Dubbing in Television Series Friends 
This master’s thesis deals with translation shifts in Slovene subtitles and German dubbing in 
the American series Friends. The aim is to analyse and compare the textual reduction strategies 
used in the subtitles and the strategies used in the dubbed version, while focusing on identifying 
changes in meaning, more specifically, the manipulation of personal features in the character. 
Through a corpus analysis we seek to confirm or reject the following hypotheses: H1: More 
omissions are expected in the subtitles; H2: Omissions, condensations, simplifications and 
generalisations in the subtitles affect the expressivity of the original dialogue; H3: The textual 
reduction strategies in the subtitling process and the dubbing strategies for achieving synchrony 
in the dubbing process can manifest manipulation of personal features in the character.  
In the theoretical part, we first outline audiovisual translation and subtitling and dubbing. We 
present standards of quality in subtitling and dubbing. In subtitling, the focus is placed on 
studying omission, condensation, simplification and generalisation, while in dubbing, the 
emphasis is on analysing omission, addition and paraphrase. Kovačič’s (1992) functional 
linguistic model is used to determine whether the essential message from the source text is 
preserved in the subtitles and to assess any changes in expressivity. We briefly discuss the role 
of textual manipulation. 
The empirical part includes a corpus analysis of the English source text, the DVD Slovene 
subtitles and the DVD German dubbed version. The analysed material contains three 10-minute 
segments from 3 randomly selected episodes from Season 3 of the series Friends. In total, the 
corpus contains 716 units, with one unit presenting one sentence in the source text. The units 
are identified for the types of strategies used in the subtitles and the dubbed version, as well as 
marked for changes in meaning and manipulation.  
The results confirm our initial hypotheses. Regarding the first hypothesis, there are more 
omissions in the subtitles than in the dubbed version, which is due to the fact, that subtitling 
focuses on reducing the length of the text, while dubbing emphasizes achieving quality 
synchronisation. In the dubbed version, additions and paraphrases contribute to the dubbed 
version being lengthier than the source text. Furthermore, due to examples of addition in places 
where there is no verbal communication in the source text, we introduce a new strategy called 
insertions. 
  
In regard to the second hypothesis, the results show that the textual reduction strategies do affect 
the expressivity of the text, yet to a minor degree. The most omitted elements in subtitling were 
elements with the (inter)personal function, such as interjections and greetings, while elements 
with the ideational function carry the essential message and are therefore subject to fewer 
omissions. 
The third hypothesis is also confirmed, as we found examples of changes in meaning which 
resulted in the manipulation of personal features in the character. The results show that the 
dubbing process makes greater use of additions—as well as insertions—and paraphrases than 
omissions. As the greater focus is achieving good synchronisation and on creating a natural-
sounding communication in the target language, this provides more opportunities for changes 
in meaning and the manipulation of personal features in the character.  







Prevajalski premiki v slovenskih podnapisih in nemški sinhronizaciji v seriji Prijatelji 
Pričujoče magistrsko delo preučuje prevajalske premike v slovenskih podnapisih in nemški 
sinhronizaciji v ameriški seriji Prijatelji. Namen naloge je analizirati in primerjati strategije 
krajšanja besedila, ki se uporabljajo v podnaslavljanju, in strategije, ki se uporabljajo v 
sinhronizaciji. Pri tem se osredotočamo na iskanje pomenskih sprememb, še posebej na 
manipulacijo značaja lika. Z analizo korpusa bomo potrdili ali zavrnili naslednje hipoteze: H1: 
Več izpustov je v podnaslovljeni različici; H2: Izpusti, zgostitve, poenostavitve in posplošitve 
v podnapisih vplivajo na ekspresivnost originalnega dialoga; H3: Strategije krajšanja besedila 
v podnaslavljanju in strategije sinhronizacije za doseganje sinhronosti lahko izkazujejo 
manipulacijo značaja likov. 
V teoretičnem delu najprej na kratko predstavimo področje avdiovizualnega prevajanja ter 
preidemo na podnaslavljanje in sinhronizacijo. V nadaljevanju opišemo standarde kakovosti pri 
podnapisih in sinhronizaciji. Pri podnaslavljanju se osredinjamo na raziskovanje izpustov, 
zgostitev, poenostavitev in posplošitev, pri sinhronizaciji pa na izpuste, dodajanja in parafraze. 
S funkcijskim modelom jezikovnih izrazov (Kovačič 1992) bomo ugotavljali, ali je glavno 
sporočilo iz izhodiščnega besedila pri podnapisih ohranjeno, in ocenjevali spremembe v 
ekspresivnosti. Na kratko obravnavamo tudi manipulacijo besedila.  
Empirični del vsebuje analizo korpusa angleškega izhodiščnega besedila, slovenskih 
podnapisov in nemške sinhronizacije. Izbrali smo tri 10 minut dolge segmente iz treh naključno 
izbranih epizod 3. sezone serije Prijatelji. Korpus skupno sestoji iz 716 enot, pri čemer ena 
enota predstavlja eno poved v izhodiščnem besedilu. Identificirali smo vrste strategij, ki se 
uporabljajo pri podnaslavljanju in pri sinhronizaciji, ter označili pomenske spremembe in 
primere manipulacije.  
Rezultati potrjujejo naše zastavljene hipoteze. Potrditev prve hipoteze, da je več izpustov pri 
podnapisih kot pri sinhronizaciji, je posledica tega, da je pri podnapisih poudarek na krajšanju 
dolžine besedila, pri sinhronizaciji pa na zagotavljanju sinhronosti. Posledica uporabe 
dodajanja in parafraze pri sinhronizaciji je daljše besedilo v ciljem jeziku v primerjavi z 
izhodiščnim besedilom. Prav tako smo pri analizi korpusa odkrili primere dodajanja ne mestih, 
kjer ni govorjenega dialoga v izvirnem jeziku, kar smo označili kot vstavek. 
  
Rezultati pri drugi hipotezi kažejo, da strategije krajšanja besedila vplivajo na ekspresivnost 
besedila, vendar v zelo majhni meri. Pri podnaslavljanju so najpogosteje izpuščene prvine z 
(med)osebno funkcijo, kot so medmeti in pozdravi, med tem ko prvine s predstavno funkcijo 
prenašajo glavno sporočilo in so posledično te prvine najmanj izpuščene. 
Tretja hipoteza je tudi potrjena, saj smo našli primere pomenskih sprememb, kar se je odražalo 
v manipulaciji značaja lika. Rezultati kažejo, da se pri sinhronizaciji predvsem uporabljajo 
dodajanja kot tudi vstavki in parafraze. Ker je v ospredju doseganje sinhronosti in ustvarjanje 
dialoga, ki v ciljnem jeziku deluje čim bolj naravno, sinhronizacija ponuja več možnosti za 
spreminjanje pomena in tudi manipulacijo značaja likov.  
Ključne besede: podnaslavljanje, sinhronizacija, manipulacija, pomenske spremembe, 
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Subtitling and dubbing are the most commonly used audiovisual translation forms which 
combine text, sound and image. Subtitling aims to recreate the original dialogue and its cultural 
context while having to reduce the length of the translated text and still convey what is shown 
on-screen. The task of dubbing is to replace the source dialogue with the target language 
dialogue as well as preserve the message, attain the natural feel of the target language and 
achieve synchronisation on several levels. Both translation forms have to comply with a number 
of standards and meet the high expectations set by the audience.  
Almost every translation involves minor semantic shifts; however, the reader of written texts 
normally does not read the source text in parallel with the translated text. Audiovisual 
programmes include text, sound and video, which provides the viewers with the opportunity to 
simultaneously read, listen to and view a film or other video content, which is why they are able 
to quickly notice deviations from the source text. The audience can be quick to regard a 
translation as bad if they notice a shift in the message. 
This master’s thesis will take a look at some of the obstacles that can affect the work of 
translators and analyse the translation shifts that occur in the official Slovene subtitles and the 
German dubbed version in the hit US television series Friends. The focus of the thesis will be 
the translation shifts that are a result of manipulation of the source text. The analysis will 
examine the omissions in Slovene subtitles and German dubbed version, explore the effect of 
translation strategies on the changes of expressivity and determine semantic shifts with a special 
focus on character shifts, or, in other words, the manipulation of personal features in the 
character.   
The master’s thesis will focus on three episodes of the third season of the sitcom Friends and 
through an analysis of the corpus test the following hypotheses:  
• H1: More omissions are expected in the subtitles. 
• H2: Omissions, condensations, simplifications and generalisations in the subtitles affect 
the expressivity of the original dialogue. 
• H3: The textual reduction strategies in the subtitling process and the dubbing strategies 
for achieving synchrony in the dubbing process can manifest manipulation of personal 




3 Theoretical part 
3.1 Audiovisual translation 
Díaz Cintas and Remael in Audiovisual Translation: Subtitling (2007, 9–11) discuss the ever-
expanding field of audiovisual translation and state that “for some this activity falls short of 
being a case of translation proper because of all the spatial and temporal limitations imposed 
by the medium itself which constrain the end result. They prefer to talk about adaptation” (ibid. 
9). The authors (ibid., 9) state that audiovisual programmes use two codes—image and sound—
which have the function of presenting and bringing about the reality envisioned by the director; 
therefore, a significant focus in both subtitling and dubbing is placed on the synchrony of image, 
sound and time. The authors (ibid.) highlight another point to consider, which is the changing 
of mode, from oral to written, which may force the translator to omit some lexical items from 
the source text. The spatial limitations allow the subtitler, for example, to only use some 32 to 
41 characters per line (the maximum being two lines) (ibid.). Díaz Cintas and Remael “reject 
the term adaptation” (ibid., 11) due to its negative connotation, as it implies that audiovisual 
translation is somehow “inferior to translation” (ibid.). 
Historically, the field of audiovisual translation had different names; Díaz Cintas and Remael 
(ibid., 10) discuss that Reiss (Reiss 1977 and 1981, cited in Díaz Cintas and Remael 2007, 10) 
was one of the first to point out that “written texts co-existing with other sign systems” (ibid.) 
require more attention. She referred to this text type that encompasses intricate semiotic 
meanings as the audio-medial text type. Later, terms such as film translation and cinema 
translation were preferred (ibid.). Also, the term screen translation “which strives to 
encompass all products distributed on screen, be it television, movie or computer screen” (ibid., 
12) was used for a time. In recent years the terms multimedia translation and multidimensional 
translation started gaining ground and blended the world of cinema and television with the 
fields of software localisation and translation of content available on the Internet. It has become 
clear that “an open and flexible approach” (ibid.) is needed in order to be able to “assimilate 
and acknowledge the new realities emerging in the translation world” (ibid.).  
The term audiovisual translation (AVT) has been gaining ground; in words of Díaz Cintas and 
Remael (2007, 12), AVT is an umbrella term, used “to encapsulate different translation 
practices used in the audiovisual media—cinema, television, VHS—in which there is a transfer 
from source to target language, which involves some form of interaction with sound and 
images” (ibid.).  
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Jüngst, in her book Audiovisuelles Übersetzen: Ein Lehr- und Arbeitsbuch (2010, 1), defines 
audiovisual translation as the translation of media formats that consist of a visual and an audio 
part. Some parts of the multimedia material are changed or adjusted with new material (ibid.). 
Generally, audiovisual translation is connected with translation for movies and television 
programmes (ibid.).  
Díaz Cintas and Remael (2007, 12) write that the most popular forms of audiovisual translation 
known to audiences are subtitling and dubbing. Furthermore, according to them, some of the 
other well-known audiovisual translation practices are voice-over, partial-dubbing, narration, 
interpreting as well as surtitling for the opera and the theatre. The writers (ibid.) add that in 
recent years, translation practices such as advertising translation, comic translation, and 
videogame localisation have also come to be considered as part of this group. 
3.2 Subtitling 
Díaz Cintas and Remael (2007, 8) define subtitling: 
as a translation practice that consists of presenting a written text, generally on the lower part of 
the screen, that endeavours to recount the original dialogue of the speakers, as well as the 
disruptive elements that appear in the image (letters, inserts, graffiti, inscriptions, placards and 
the like), and the information that is contained on the soundtrack (songs, voices off) (ibid.). 
Díaz Cintas and Remael (ibid., 9) state that the three main parts of subtitled programmes are 
the spoken word, image and subtitles. “The interaction of these three components, along with 
the viewer’s ability to read both the image and the written text at a particular speed, and the 
actual size of the screen, determine the basic characteristics of the audiovisual medium” (ibid.). 
The subtitler has to achieve synchrony between the subtitles, image and dialogue as well as 
produce a semantically adequate translation and make sure that the subtitles are projected for 
just the right amount of time (ibid). 
Luyken et al. (1991, 31) define subtitles as: 
condensed written translations of original dialogue which appear as lines of text, usually 
positioned towards the foot of the screen. Subtitles appear and disappear to coincide in time with 
the corresponding portion of the original dialogue and are almost always added to the screen 
image at a later date as a post-production activity (ibid.). 
Even though Luyken et al. definition stems from 1991, it proved to be significant even today, 
despite the numerous technological advancements.  
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3.2.1 History of subtitles 
The development of subtitles started with intertitles or title cards and “can be defined as a piece 
of filmed, printed text that appears between scenes” (Díaz Cintas and Remael 2007, 26). They 
were first used in silent movies “in 1903 as descriptive explanations and commentary” (Ivarsson 
and Carroll 1998, 9) and were projected as white text written on a black background that 
appeared between movie sequences (Jüngst 2010, 26). Jüngst (ibid.) describes the process of 
creating intertitles as a fairly easy one; movie scenes were edited out, translated and then the 
translated text was inserted. According to Jüngst (ibid.), the key to understanding silent movies 
was to understand mime and gesture and “their main functions were to convey character 
dialogue and descriptive narrative material related to the images” (Díaz Cintas and Remael 
2007, 26). Jüngst (2010, 26) writes that since the movie sequences containing intertitles could 
be translated and replaced, intertitles were quite suitable for international distribution. The 
development of sound films signified the end of intertitles (ibid.) and “the problem of language 
transfer assumed completely new dimensions” (Ivarsson and Carroll 1998, 10). 
In an online magazine The Artifice in the article titled Subtitling for Cinema: A Brief History 
(Amyus 2018) by Amyus, the beginnings of subtitling are introduced. The author (ibid.) writes 
that in the beginning, a chemical process to add subtitles to the movie film was used and says 
that heated printing plates were “pressed against the emulsion side of a wax or paraffin coated, 
finished film copy. The coating melted and exposed the emulsion beneath. The film was then 
washed with bleach to dissolve the exposed emulsion, producing legible white letters when 
projected onto a screen” (ibid). A short time later, in the 1940s, filmmakers started 
experimenting with “subtitles etched onto glass plates that were displayed, via a projector” 
(ibid.). In the mid-1980s the development of “laser etched subtitling” (ibid.) started, although 
not without problems, for example, the laser sometimes burned through the film. The laser 
subtitling process became the new standard in the movie industry and “with the development 
of new technology” (ibid), using computer software and timecodes, the subtitling process 
enabled precise and economical subtitling (Jüngst 2010, 26). Jüngst (ibid., 26–27) writes that 
as the process of subtitling was cheaper than dubbing, festivals started to mainly use subtitling 
; what is more, the DVD medium offered the opportunity to store more than one set of subtitles 
on one disc as well as several language tracks, which also became useful in dubbing. 
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3.2.2 Main subtitling types 
According to Díaz Cintas and Remael (2007, 13–14), we can distinguish between various types 
of subtitles based on different parameters. The authors (ibid.) talk about linguistic parameters 
(intralingual, interlingual and bilingual subtitles), time available for the preparation of subtitles 
(pre-prepared and real-time subtitles), technical parameters (open and closed subtitles), 
methods of projection (mechanical, photochemical, optical, laser and electronic subtitling) and 
the distribution format (subtitles for cinema, television, VHS, DVD and Internet) 
In intralingual subtitles, according to Díaz Cintas and Remael (2007, 13–17), a transformation 
from oral to written dialogue occurs, where the subtitler remains within the same language. This 
kind of subtitles are devised for the deaf and the hard of hearing; in addition, intralingual 
subtitles are meant to be used as a didactic tool, or for karaoke effect in songs and movie 
musicals and on public monitors used for advertisement.  
Interlingual subtitles are what Díaz Cintas and Remael (2007, 17–18) consider “translation 
from a source to a target language”. They use Gottlieb’s (Gottlieb 1994, cited in Díaz Cintas 
and Remael 2007, 17) notion of diagonal subtitling, which entails a change in language and 
also of mode—from oral text to written text (ibid., 17). Jüngst (2010, 2–3) similarly defines 
interlingual subtitles as translation from the source language (SL) to target language (TL). The 
author (ibid.) adds that the audience can view and listen to a movie or a television programme 
in the original language and at the same time read the translated utterances in the TL. These are 
commonly used in cinemas and on DVDs. 
The final category, according to the linguistic parameters, are bilingual subtitles, which are 
“produced in geographical areas where two languages are spoken” (Díaz Cintas and Remael 
2007, 18). 
3.2.3 Subtitling standards 
The European Association for Studies in Screen Translation (ESIST) has published the Code 
of Good Subtitling Practice by Jan Ivarsson and Mary Carroll that is not normative but should 
rather be regarded as a collection of directions “aimed at preserving and fostering quality in 
subtitling” (Díaz Cintas and Remael 2007, 80). Díaz Cintas and Remael (ibid., 81–99) 
categorise these guidelines into three groups—“spatial dimensions, temporal dimensions and 
punctuation and other conventions” (ibid., 81).  
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3.2.3.1 Spatial dimensions 
Díaz Cintas and Remael (2007, 81) concede that no absolute uniformity regarding the 
positioning of subtitles exists; they go on to present some trends regarding the arrangement of 
subtitles.  
3.2.3.1.1 Number of lines and position of subtitles  
According to Díaz Cintas and Remael (2007, 82), subtitling ought to blend in with the content 
as much as possible and not attract much attention. Mainly, “interlingual subtitling is limited to 
two lines” (ibid.). The authors (ibid.) state that subtitles should be positioned in the centre and 
that the subtitlies are normally positioned horizontally “at the bottom of the screen” (ibid.), thus 
limiting any unnecessary obstruction of the video. With one-line subtitles, some companies and 
clients opt to use the first or the top line, while others prefer to use the second line—the second 
option is preferred as it is less of an obstruction of the image, according to Díaz Cintas and 
Remael (ibid.). The authors (ibid., 83) write that the audience faces comprehension problems if 
there is too much information transmitted via subtitles in a very limited period of time, for 
example in a simultaneous projection of subtitles at the top and the bottom of the screen.  
3.2.3.1.2 Font type and number of characters 
Díaz Cintas and Remael (2007, 84) discuss that in general, the colour of subtitles is white, with 
some exceptions, such as the use of yellow for subtitles in black and white films. The authors 
(ibid.) add that subtitlers use sans sarif fonts, e.g. Arial, Helvetica or Times New Roman. The 
number of characters used is around 37 characters per line on TV screens, ranging from 33 up 
to 41, depending on the client, the subtitling company’s guidelines and format; “for cinema and 
DVD a maximum of 40 characters seems to be the norm” (ibid., 84–85).  
On this subject, Silvana Orel Kos discussed in her subtitling classes, at the Department of 
Translation, Faculty of Arts, the University of Ljubljana in November 2016, that the Slovene 
standards regarding the number of characters revolve around 35 characters per line for 
television and movie subtitles; furthermore, in recent years there has been a trend of increasing 
the number of characters per line.  
3.2.3.1.3 One-liners and two-liners 
As stated by Díaz Cintas and Remael (2007, 86), there are several issues to consider when 
deciding whether to use one or two lines. The authors (ibid.) write that there has to be a balance 
between linguistics—syntax and semantic rules improve readability and comprehension—and 
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visual aesthetics; furthermore, “ideal line length also depends on the screen safe area and the 
positioning of the subtitles, i.e. left-aligned versus centred” (ibid.). The authors state that if a 
short subtitle “fits into one line, do not use two” (ibid.); thus, the subtitler presents all the 
information in one line and does not force the viewer’s eyes to jump from the first line to the 
next. Due to aesthetics considerations, some companies rather use “two shorter lines of equal 
length” (ibid.). As discussed by the authors (ibid.), long subtitles mean more eye travel; on the 
other hand, some long sentences are easier to break into two lines, and using a sentence break 
can help the subtitler to deliver the intonation projected on the screen. “In short, if a one-liner 
is divided over two lines, this is usually done because the one-line subtitle would be very long 
and/or the break helps to underscore syntax and/or intonation” (ibid.). Placing a one-liner on 
the bottom line covers less of the image; however, placing a one-liner on the top line helps the 
viewer with reading as the subtitle always starts at the same height and causes less of a 
distraction for the viewer, according to Díaz Cintas and Remael (ibid.). The authors also 
mention that the top line arrangement of one-liners is mostly used in cinemas, due to large 
screens and in order to avoid eye travel. For aesthetic purposes, the top line is usually shorter 
than the bottom line in two-line subtitles; however, the most important factor in the positioning 
of the subtitles has to be the readability factor (ibid., 86–87).  
3.2.3.1.4 Centred and left-aligned subtitles 
The advantage of left-centred subtitles is that they “always appear and start at the same point, 
but in centred, the viewers have to look for the start, as it might change a bit” (Díaz Cintas and 
Remael 2007, 88). Díaz Cintas and Remael (ibid., 87–88) state that the TV, DVD and cinema 
subtitles are typically centred. 
3.2.3.2 Temporal dimensions 
3.2.3.2.1 Timing of subtitles and duration of subtitles 
Díaz Cintas and Remael (2007, 88) explain that spotting, also timing or cueing, “consists of 
determining the in and out time of subtitles” (ibid.). Although Díaz Cintas and Remael (ibid., 
88–89) emphasize the importance of temporal synchrony between the subtitles and original 
speech, Luyken et al. (1991, 44–45) state that in some instances it is better for the subtitles to 
be early—according to a Dutch broadcasting station, a whole ¼ second before the audio text 
begins, and disappear with a delay of ½ to 1 ½ seconds relative to the audio text, so the audience 
has enough time to read the entire text. “If a subtitle is retained on-screen during a shot or scene 
change it will result in an effect known as overlapping” (ibid., 45) and a study in eye movement 
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also shows “that confusion is caused when the eyes return to the beginning of the text as the 
change of shot or scene is perceived” (ibid.). According to Díaz Cintas and Remael (2007, 88–
89) in order to avoid reading the subtitles twice, the recommended maximum length of time for 
a subtitle is six seconds for a two-liner while the ideal minimum period of time a subtitle should 
be shown onscreen is “one second, i.e. 24 or 25 frames” (ibid., 90).  
3.2.3.2.2 Temporal synchronization 
Poor timing can confuse the audience, which is why it is important to achieve “temporal 
synchronization between subtitle and soundtrack” (Díaz Cintas and Remael 2007, 90), which 
can aid with the viewer’s understanding and underline the “internal cohesion of the translated 
programme” (ibid.). Today, as the authors (ibid.) note, subtitling programs are used to identify 
speech patterns. Furthermore, Díaz Cintas and Remael (ibid.) write that in cases when it is 
difficult to condense all the information from the original dialogue without leaving out essential 
information, it is possible for the subtitles to exit the screen earlier or later. 
3.2.3.2.3 Multiple voices 
As Díaz Cintas and Remael (2007, 91) note, written texts can only convey “dialogue exchanges 
one after another” (ibid.), which causes trouble for spotting dialogues that overlap. In cases in 
which several people are speaking, the spotter assesses which information will have to be 
omitted (ibid.). Díaz Cintas and Remael (ibid.) mention that spotting and subtitling fast 
dialogues is difficult as this means that there is a great amount of content and little space and 
time; the subtitler is forced to make some hard decisions. 
3.2.3.2.4 Short changes 
Díaz Cintas and Remael (2007, 91) discuss eye movement studies that show that viewers 
connect a cut change with a change of subtitles, which is why viewers will begin re-reading the 
same subtitle onscreen if the subtitles appear on the screen for too long; therefore the goal in 
spotting is to determine just the right out time of subtitles. Some subtitlers try “to avoid 
displaying a subtitle precisely as a shot change takes place” (ibid.) as it can be distracting for 
the viewer and makes the viewer miss out on the image, while others use the cut to end their 
subtitles at the same time. Factors such as the content, distribution format, production as well 
as different priorities, often force the subtitlers to break the rules and lengthen their subtitles, 
as stated by Díaz Cintas and Remael (ibid., 91–92). 
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3.2.3.2.5 Delay function between subtitles 
Díaz Cintas and Remael (2007, 92) state that for the viewer to accept a change of subtitles has 
occurred, there should be a clear pause between the two subtitles; otherwise, the viewers have 
problems recognising the new information presented in the consecutive subtitles.  
3.2.3.2.6 One or two lines? 
Díaz Cintas and Remael (2007, 93) summarized studies on the viewer’s reading speed that 
showed “that the greater the number of words in one subtitle, the less time is then spent reading 
each one of these words” (ibid.), which means “viewers need proportionally more time to read 
short subtitles than longer ones” (ibid.). As a result, subtitles in two-lines seem to be less 
demanding to read and comprehend than two consecutive one-liners (ibid.). 
3.2.3.2.7 Timecodes 
Díaz Cintas and Remael (2007, 93–95) discuss that the introduction of timecodes has made the 
subtitling process and dubbing simpler. The authors (ibid.) explain that in the process, a 
timecode generator is used to assign an 8-digit figure to every frame, which enables a quick 
location of specific scenes and frames to improve the synchronisation between sound and text. 
3.2.3.2.8 Reading time 
Díaz Cintas and Remael (2007, 95–96) write that “the basic principles in subtitling dictate that 
the subtitle has to appear and disappear in synchrony with the original dialogue and that its 
exposure time on screen has to be sufficient for the viewer to read the content comfortably” 
(ibid., 95). Thus, according to the authors (ibid.), the time of the original dialogue and the 
presumed reading speed of the viewers determine the time of appearance of the subtitles. 
Moreover, fast original dialogue presents more problems for subtitlers than slower-paced 
dialogue, as stated by the authors (ibid.). Viewers can feel frustrated when subtitles disappear 
without having the time to read them, and so they are forced to devote more time to reading the 
subtitles and consequently miss out on the video—they can feel that they “have read rather than 
watched the film” (ibid.). According to Díaz Cintas and Remael (ibid., 96), due to very different 
needs of the audience it is hard to determine the audience’s average reading speed; furthermore, 
the audience has to be given enough time to process the written text of the subtitles and to 
consider the images and photography as well. What is more, as addressed by the authors (ibid.), 
the reading speed of the viewers depends on the vocabulary and the syntax, as both can lower 
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concentration, as well as the distribution channel. In television, subtitles are normally on screen 
longer, compared to the cinema or DVDs (ibid.). 
3.2.3.2.9 Six-second rule 
Díaz Cintas and Remael (2007, 96) explain the six-second rule as the time during which “an 
average viewer can comfortably read /…/ the text written on two full subtitle lines when each 
line contains a maximum of some 37 characters, i.e. a total of 74 characters” (ibid.). 
3.2.3.2.10 DVD reading speed 
Díaz Cintas and Remael (2007, 98) write that the DVD format has greatly affected the evolution 
of subtitling. With this format, 180 words per minute has become the normal reading speed, 
unless otherwise determined by subtitling companies, or in other words, “the minimum and 
maximum exposure time of subtitles on screen are 1 and 6 seconds respectively” (ibid., 99).  
3.3 Dubbing 
Dubbing, as defined by Jüngst (2010, 2), is a process in which the spoken dialogue in the SL is 
replaced by dialogue spoken in the TL. The author (ibid.) adds that the aim is to create the 
perception as if the TL was the SL and to make the audience accept the translation as the original 
spoken language of the movie or a television programme. Chaume (2012, 1) lists some 
countries, where dubbing is used, such as “Germany, Italy, France, Spain, Austria, Switzerland, 
Hungary, the Czech Republic, Slovakia, Turkey” (ibid.), to name a few.  
Chaume (2012, 1) writes that the soundtrack—music and special effects—as well as images, 
are left untouched. The author (ibid.) describes that revoicing is used as a synonym for dubbing; 
however, revoicing can also mean intralingual post-synchronisation, where the original 
dialogue is recorded later in the studio in order to improve the sound quality in the film. 
Revoicing in a broader sense as a synonym for dubbing also covers terms such as “partial 
dubbing, narration or voice-over etc.” (ibid.).  
Chaume (2012, 1–2) also explains that dubbing emerged in the late 1920s when the demand 
appeared for sound films to be translated into other languages in different countries; back then, 
multilingual movies were filmed at first, but due to high production costs and unpopularity with 
the audiences this approach was quickly abandoned. The author (ibid. 2) states that because 
some countries struggled with “low literacy levels, linguistic chauvinism” (ibid) and the 
unwillingness to acquire new language skills, they switched from subtitling to dubbing; together 
with technical improvements in this field, they were able to improve the dubbing technology of 
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that time. Over time the dubbing voices “became more credible, lip-syncing improved and 
translators and dialogue writers began to produce convincing scripts” (ibid., 2). The scripts had 
to be modified to fit “the different synchronisation types”, and managed to “still create the 
illusion of original dialogues” (ibid., 2). Today, as explained by Chaume (ibid., 2), “dubbing is 
more widespread than ever: cartoons are dubbed all over the world; even countries that have 
historically resisted dubbing like Portugal, Denmark and Norway are beginning to dub some 
teen TV series and films” (ibid.). The author (ibid.) further notes that “South American soap 
operas are also now dubbed in Greece” (ibid.) and that dubbing is replacing voice-over in 
Russia; furthermore, dubbing is also highly present in videogame localisation, blockbusters, 
commercials, fandubbing etc.  
3.3.1 Dubbing as a type of AVT 
“AVT is an academic umbrella term that covers both well-established and ground-breaking 
linguistic and semiotic transfers of audiovisual texts” (Kretschamer 2011, cited in Chaume, 
2012, 3). Chaume (2012, 3) notes that in recent years, translation practices such as comic 
translation, videogame localisation and advertising translation have also been included into this 
group.  
Chaume (2012, 3) also briefly presents revoicing in more detail and says it encompasses 
approaches such as partial dubbing “used to dub the leading characters of a film” (ibid.). He 
also describes voice-over as a type of revoicing, “where the original source language track of 
an audiovisual text is overlapped with another track on which translated dialogues in the target 
language are recorded, such that both tracks can be heard simultaneously” (ibid.) and is mostly 
used in documentaries, interviews as well as advertorials and infomercials. Chaume (ibid.) also 
mentions Wright and Lallo’s (2009, cited in Chaume, 2012, 3) broader understanding of voice-
over, which does not necessarily consider it as a type of revoicing, but rather as “the voice 
communicating unseen on an audio track used in radio, television, film, multimedia, or the 
business world” (Chaume, 2012, 3). Another type of voice-over is narration as well as free-
commentary, which is a mixture of dubbing and voice-over, “where a comedian manipulates 
the translation for humoristic purposes and adds jokes or funny comments, either dubbed or 
voiced-over” (ibid., 3–4). Simultaneous interpreting is used in film festivals, but due to 




Chaume (2012, 4) also mentions “subtitling for the deaf and the hard of hearing (SDH)” (ibid.), 
“audiodescripion for the blind and the partially sighted (AD)” (ibid.), audiosubtitling as well 
as “sign language translation” (ibid.) that is considered as AVT. 
Diaz Cintas and Remael (2007, 26) mention fansubbing—fans subtitling their favourite shows 
(especially anime)—and a similar definition can also be applied to the comparable fandubbing 
(Chaume, 2012, 4).  
Chaume (2012, 4) states that as new genres develop, the demand for new audiovisual translation 
approaches increases. Combined, dubbing and subtitling are used in videogame localisation, 
commercials, infomercials; there are some other types of dubbing-subtitling combinations used 
in webtoons and comic books as well (ibid., 4–5). 
3.3.2 History 
According to Chaume (2012, 1–2), dubbing emerged in the late 1920s, when the demand 
appeared for sound films to be translated to other languages in different countries. The author 
(ibid.) writes that back then they first started to make multilingual movies—or multiple 
language versions of a film as described by Jüngst (2010, 59)—but due to high production costs 
and unpopularity with the audiences this approach was quickly abandoned. Chaume (2012, 2) 
continues that because some countries struggled with low literacy levels, linguistic chauvinism 
and the unwillingness to acquire new language skills, they switched from subtitling over to 
dubbing; sometime later, with the help of technical improvements in this field, they were able 
to improve the dubbing technology of that time. Over time the dubbing voices “became more 
credible, lip-syncing improved and translators and dialogue writers began to produce 
convincing scripts” (ibid.). Chaume (ibid.) writes that the scripts had to be modified to fit “the 
different synchronisation types” (ibid.) but had to “still create the illusion of original dialogues” 
(ibid.). Historically, dubbing was the preferred choice “in countries with strong nationalistic 
currents where vehement defence of the national language was common” (Ivarsson and Carroll 
1998, 10). Ivarsson and Carroll (ibid.) also mention that under the totalitarian regimes, Italy, 
Spain and Germany introduced legislation to endorse dubbing and limit subtitling.  
3.3.3 Dubbing map 
Chaume (2012, 6) mentions the “simplistic” categorisation of the European dubbing map that 
is “based on the way films and TV series are most commonly watched” (ibid.): there are the so-
called dubbing countries (Austria, France, Germany, Hungary, Italy, Chech Republic, Slovakia, 
Spain, Turkey and Ukraine), subtitling countries (Albania, Croatia, Cyprus, Denmark, Finland, 
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Greece, Iceland, Ireland, the Netherlands, Norway, Portugal, Romania, Serbia, Slovenia, 
Sweden, the United Kingdom etc.), voice-over countries (Poland, Russia, Bulgaria, Latvia and 
Lithuania), and dubbing and subtitling countries (for example Belgium, where dubbing is 
common in Wallonia and subtitling in Flanders) (ibid., 6). 
As Chaume (2012, 6) states, this categorisation does not account for new technological 
advances and how the audience can change; furthermore, it disregards some factors that also 
play an important role in the categorisation of the dubbing map:  
• Cartoons are dubbed worldwide, and subtitling countries are no exception; therefore, 
countries buy dubbed version or create own dubbed versions (ibid.). 
• In cinemas, dubbing countries project subtitled films daily. Some cinemas even project 
the same film with subtitles or with dubbing (ibid.). 
• Dubbing is establishing itself in subtitling countries (dubbed Spanish telenovelas and 
American teen series in Greece) (ibid., 7). 
• Voice-over countries are shifting to dubbing (Russia) and subtitling (Poland) (ibid.). 
• To introduce voice-over fiction programmes and for economic reasons, there are TV 
channels (for example, MTV) who use voice-over for teen shows in dubbing countries 
(ibid.). 
• DVDs and Blu-rays provide the audience tailor-made services as these media include 
both subtitled and/or dubbed versions in either one or many languages, and the viewers 
can select the setting they desire (ibid.). 
• Digital broadcasting also allows the viewer to select the language and the type of AVT 
(ibid.). 
3.3.3.1 Germany as a dubbing country  
Jüngst (2010, 4) writes that Germany is a typical dubbing country since almost all television 
shows and movies are dubbed—with only a few exceptions, such as operas or some cultural 
programmes. The author (ibid.) states that there are historical reasons why the country 
principally became a dubbing country and writes that countries such as Germany, Italy and 
Spain once had totalitarian regimes. Through dubbing, as Jüngst (ibid.) adds, these regimes 
were able to record the message that served their agenda and were able to use dubbing to 
manipulate and lie to their people; furthermore, this way, only their national language was used.  
Jüngst (2010, 59) discusses that in the beginning, film productions used to record multiple 
language versions of a film (with image and sound); however, this was a very costly production 
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process and the film versions could vary considerably. Around 1932, dubbing superseded 
multilingual movies (ibid., 60). As Jüngst (ibid.) writes, dubbing established itself within the 
countries with large language groups and where totalitarian regimes were present. The author 
(ibid., 60–61) states that in 1940, Germany banned American films and during the Second 
World War used dubbing in their propaganda films in conquered territories. After the Second 
World War, Germany again used dubbing to change dialogues to such an extent that the many 
situations in films were misrepresented—for example changing the poor perception of German 
soldiers (ibid., 61–62). Later, the author writes (ibid., 62), the Freiwillige Selbstkontrolle (in 
English: Self-Regulatory Body of the Movie Industry) also used dubbing to make vulgar and 
violent language less so; thus, dubbing was exploited for the purposes of re-education and 
exclusion.  
3.3.4 Quality standards in dubbing  
Chaume (2012, 15) leans on the standards proposed by Diaz Cintas (2003) and Diaz Cintas and 
Ramael (2007) and offers some suggestions for dubbing quality standards, although he admits 
that any kind of standards are very subjective. The author (ibid.) lists some priorities that ought 
to be taken into account in dubbing. 
3.3.4.1 Acceptable lip-sync or synchronisation 
In Chaume’s (2012, 15) opinion, the priority in dubbing is synchronisation with mouth 
articulation or lip-sync, body movements or kinesic synchrony, and with the duration of the 
original dialogue or isochrony; “in other words, compliance with synchronisation norms is 
mandatory” (ibid.).  
3.3.4.2 Writing convincing and realistic dialogues 
Chaume (2012, 15–16) writes that the goal is to achieve credible and a realistic dialogue that 
matches the “oral registers of the target language” (ibid.) and to that purpose translators often 
have to slightly change expressions from the source language; translations are in between being 
faithful to the SL and being acceptable in the target language. In dubbing, the aim is to create a 
translation that sounds realistic and credible in the target language that does not break the 
storyline and to achieve “an oral register that can be defined as false spontaneous” (ibid., 16). 
3.3.4.3 Image and word coherence 
Chaume (2012, 16) states that “there should be coherence between what is heard and what is 
seen, i.e. between words and images, and likewise, between the internal coherence of the plot, 
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on the other hand, and dialogue cohesion, on the other” (ibid.). The author adds that the 
adaptation to the target culture “involves a process of producing a target text that is cohesive 
not only linguistically, but also semiotically, i.e. with respect to all sign systems that articulate 
the text” (ibid., 17). Furthermore, the translator sometimes has to compromise “the degree of 
cohesion in the target text” (ibid.) because of the use of reductions in subtitling as well as to 
achieve synchronisation in dubbing. Chaume (2012, 17) cites Hatim and Mason (1997:78–96) 
in saying that some features that are often lost in audiovisual translation are “pragmatic features 
conveyed in pronouns of address, question tags, phatic elements and hesitations, which show 
politeness, most of them semantically empty, are lost in translation” (ibid.) and at times 
“grammatical correctness of target text dialogues” (ibid.). 
3.3.4.4 Creating a loyal translation 
Next, Chaume (2012, 17) describes the importance of creating a translation faithful to the source 
text; however, in recent years, the focus shifted from staying loyal to the source text to “fidelity 
to the norms governing the target system” (ibid.). In other words, as Chaume (ibid.) writes, “the 
viewers expect to see the same film that the audience sees in the source language” (ibid.) or 
“that the true story be told in terms of content, and on most occasions, of form, function and 
effect—and with no censorship” (ibid.). The author (ibid., 17–18) discusses that “political, 
religious or sexual censorship” (ibid. 17) would not be tolerated by today’s audience, and lists 
some changes that would be acceptable in some areas, but not in others, for example: 
• “acceptance of linguistic censorship and self-censorship” (ibid., 18) (in television 
stations and dubbing and subtitling companies); 
• “mismatched registers” (ibid.) (translations that do not work idiomatically, are unnatural 
in target languages because they include too many lexical and structural calques, 
preserved from the source language); 
• “changes to some film titles” (ibid.); 
• “semiotic distortions caused by the use in the translation of certain characteristic 
features of the target culture (over adaptation)” (ibid.). 
The threshold of acceptability of the audience remains to be defined, as pointed out by the 
author (Chaume 2012, 18); a helpful parameter in defining this threshold is the audiovisual 
genre, e.g. over adaptation and poor lip-sync can be ignored in cartoons, but not for example in 
films (ibid.).  
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3.3.4.5 Clear sound quality and acting  
The last two factors, Chaume (2012, 18) writes, which the translator cannot control, are clear 
sound quality and acting, which are in the domain of the dubbing actors and actresses. The 
author (ibid.) states that their aim is again achieving a realistic effect, which is why: 
• “dialogues from the original version must never be heard” (ibid.), 
• “dialogues are recorded in soundproof studios” (ibid.),  
• “the volume of the voices is also higher than in normal speech, to facilitate greater 
comprehension” (ibid.) and 
• “certain sound effects such as reverberation are used in cases which the characters have 
their backs to the camera” (ibid.). 
The last standard of quality, according to Chaume (2012, 19), is acting, which “includes the 
performance and dramatization of the dialogues” (ibid.), done by dubbing actors or actresses or 
voice talents. 
3.3.5 The translator’s role in dubbing 
Chaume (2012, 37) provides a list of tasks which are typically carried out by at least three 
people (translators, dialogue writers and dubbing assistants), but in his opinion it would be more 
optimal for the translators to perform the tasks themselves: translating and dialogue writing—
which includes both the “creation of a credible, convincing oral target text” (ibid.) and “meeting 
the demands of all synchronies” (ibid.)—text segmentation and also inserting dubbing symbols. 
The author (2012, 37) is convinced that it would be more prudent if these tasks were done “by 
a single person, a well-prepared translator” (ibid.). Chaume (ibid.) adds: 
the translator knows the source language, and, therefore, knows how far the translation can be 
manipulated. On the other hand, the process would be faster and cheaper since the translator 
would deliver a translation that already meets the demands of dialogue writing, is split into 
takes, and contains all the dubbing symbols to help talents in their performance (Chaume 2012, 
37).  
3.3.6 Synchronisation 
Chaume (2012, 67) uses the definition of synchronisation or lip-sync dubbing provided by 
Luyken et al. (Luyken et al. 1991, cited in Chaume 2012, 67), which states that synchronisation 
is “the replacement of the original speech by a voice-track which is a faithful translation of the 
original speech and which attempts to reproduce the timing, phrasing and lip movements of the 
original” (ibid.).  
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Another explanation is provided by Chaves (Chaves 2000, cited in Chaume 2012, 67), who 
describes it: 
as synchronizing the translation with lip movements. To achieve this, the dialogue writer 
substitutes the words that do not coincide phonetically with the screen actors’ lip movements 
for others that do. Pauses, the start and end of the utterance, the openness of the vowel sounds 
and the presence of bilabials are all taken into account (ibid.). 
Chaume (2012, 68) combines the aforementioned definitions and proposes the following 
definition:  
Synchronization is one of the features of translation for dubbing that consists of matching the 
target language translation and the articulatory and body movements of the screen actors and 
actresses, and ensuring the utterances and pauses in the translation match those of the text (ibid., 
68).  
According to Chaume (2012, 66), there are many important aspects of dubbing, one of them 
being synchronisation. The author (ibid.) adds that achieving synchronisation challenges the 
creative skills of the translators and that “achieving synchronization is a question of practice 
and training, in which mastering the target language is crucial to a happy ending” (ibid.). 
According to Chaume (ibid. 67), dubbing presents an “example of the invisibility of translation” 
(ibid.). 
Chaume (2012, 68) establishes tree types of synchronisation: phonetic or lip synchrony, kinesic 
synchrony or body movement synchrony and isochrony or synchrony between utterances and 
pauses.  
3.3.6.1 Phonetic or lip synchrony 
According to Chaume (2012, 68) phonetic synchrony, lip synchrony or lip-sync “consists of 
adapting the translation to the articulatory movements of the on-screen characters, especially in 
close-up and extreme close-ups, also called big close-ups” (ibid.). The author (ibid., 73) 
explains that “the term lip-sync is used in real practice as a general term that embraces 
isochrony and phonetic synchrony” (ibid.) and stresses that “for academic purposes, however, 
we must distinguish between equal duration of utterances: isochrony, and mirroring certain 
phonemes in close-ups: phonetic synchrony” (ibid.). 
Chaume (2012, 73) writes that after a careful analysis of the type of shots in the film, the 
dialogue writers, mainly focusing on close-ups, “adapt the translation to the articulatory 
movements of the on-screen characters, paying particular attention to ensure that the translation 




Chaume (2012, 74) notes that the focus is on maintaining the impression of reality; therefore, 
in close-ups phonetic equivalence is more important than semantic equivalence, adding: “It is 
much more important to find a word with a bilabial consonant than to find a synonym or a 
similar word in the TL” (ibid.). The author (ibid.) provides some examples of strategies and 
techniques, used for achieving phonetic synchrony, for example, finding words in the TL with 
similar phonemes in the SL in close-ups by using repetition when the words are similar 
(morning and German morgen). Translators can also use “omission of a word or sentence 
constituent or addition of a new element” (ibid., 75), which are both techniques that “in some 
cases might be considered to be translation errors in written translation, but are permitted in 
AVT, especially in dubbing” (ibid.). 
3.3.6.2 Kinesic synchrony or body movement synchrony 
Chaume (2012, 69) defines kinesic synchrony as “the synchronization of the translation with 
the actors’ body movement” (ibid.), for example “a head shaking to indicate a negative cannot 
be accompanied by an affirmative yes” (ibid.), but instead, a translation solution should be used 
that supports the gesture. According to the author (ibid., 70), sometimes it is necessary to make 
body language (kinesic signs) more explicit for the viewer to be able to understand and follow 
the plot better. These kinesic signs can be followed by words that seem redundant, but fulfil 
their function in making the signs more explicit.  
Chaume (2012, 71–72) presents some ideas on how to achieve coherence with the actor’s body 
movement. He suggest using the equivalent or natural translation in the TL, substituting “the 
original words for other word classes” (ibid.) or by using “repetition of the original ST, when 
the term has already penetrated the target language or there is a similar equivalent” (ibid.) as 
for example the English interjection Hey! can be translated in Spanish as ¡Eh!.  
3.3.6.3 Isochrony or synchrony between utterances and pauses 
Chaume (2012, 69) defines isochrony as “synchronization of the duration of the translation with 
the screen characters’ utterances” (Whitman-Linsen 1992, cited in Caume 2012, 69). The author 
(2012, 72) further defines isochrony as “equal duration of utterances, i.e. when spoken, the 
translated dialogue must be exactly the same length as the time the screen actor or actress has 
his/her mouth open to utter the ST dialogue exchanges” (ibid.). As Chaume (2012, 72) notes, 
“most criticisms of a badly dubbed film stem from isochrony deficiencies, since this is where 
the viewer is most likely to notice the fault” (ibid.).  
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Isochrony is an element of subtitling as well, according to Chaume (2012, 72), since “in 
subtitling, translators also aim to synchronize all subtitles with the screen characters’ 
utterances” (ibid.). However, isochrony in the subtitling process is not as precise as in the 
dubbed version, as a subtitle can be projected some frames before and disappear from screen 
some frames after the character starts/finishes speaking, according to Chaume (ibid.). 
Chaume (2012, 73) observes several translation techniques for expanding the text to match the 
mouth’s movements and pauses, such as repetition, periphrasis, anacolutha, paraphrase, 
synonyms, antonyms, as well as hypernyms and hyponyms. To reduce the length of the text 
omissions of “modal verbs, interjections and markers of the phatic functions” (ibid.) are used, 
to name a few. 
Chaume (2012, 72) summarises his thoughts on the importance of synchronies and states that: 
In the hierarchy of priorities, synchronies take precedence over a faithful rendering of the ST 
content. Complete substitution, including change of semantic meaning, would also be accepted 
when none of the proposed techniques works, and when the change of semantic meaning does 
not affect the overall meaning of the film, or the character’s personality (ibid.). 
3.3.7 Coherence and synchronisation  
Chaume (2012, 71) explains that content synchrony is not synchronisation, which merely 
“responds to the semantic relation between the translation and what happens on screen (image 
and music)” (ibid.) and with the “term synchrony or synchronisation in this context /…/ these 
authors are referring not to synchrony but to coherence, a functional-systemic term” (ibid.). The 
author (ibid.) adds that translation in the dubbed version must take into account the written text 
in the SL and the events unfolding on the screen, i.e. “it must be coherent with the 
communication situation established on-screen (context of situation)” (ibid.). This can be 
achieved by using several cohesive links such as “(ellipsis, recurrence, substitution, 
conjunction, collocation, etc.), which help to produce a translation that is coherent with the on-
screen action, but which do not fall within the area of synchronization” (Chaume 2004, cited in 
Chaume 2012, 70). 
3.4 Translation strategies used in subtitling and dubbing 
3.4.1 Translation strategies used in subtitling 
As stated by Díaz Cintas and Remael (2007, 145) some of the difficult challenges subtitlers 
have to deal with are “limitations of space and time, the particularity of rendering speech in 
writing, the presence of the image and the presence of the ST” (ibid.). However, they add that 
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every translation poses challenges and that “all translated texts are a result of reading, 
interpretation and choice” (ibid.). 
Díaz Cintas and Remael (2007, 145–146) say that when rendering speech in subtitles, the 
original text is almost always reduced. “Since the verbal sign interacts with the visual and oral 
signs and codes of the film” (ibid. 145), there is no need for a complete translation in the 
subtitles, according to the authors. Díaz Cintas and Remael (ibid.) go on to explain that the 
original text is reduced because: 
a) viewers can take in speech at a faster pace than written text, so it is best for the 
subtitles to be short and meaningful; 
b) viewers must be allowed enough time to be able “to combine reading with watching 
and listening” (ibid., 146); 
c) subtitles depend on the speed of the ST and the subtitling reading speed.  
Díaz Cintas and Remael (2007, 146) describe partial and total textual reduction; first is 
achieved with the help of “condensation and a more concise rendering of the ST” (ibid.), and 
the second by using deletion or omission of lexical units. Subtitlers assess the time and space 
available for their translation and then combine the two subtitling strategies in eliminating what 
is not relevant for the viewer’s understanding and reformulate the essential elements as 
concisely as possible (ibid.). 
A subtitler should base her translation strategies on the principle of relevance, according to Díaz 
Cintas and Remael (2007, 148–149); however, there are no rules that would determine when or 
what to omit and how to condense. The authors (ibid., 149) write that, for example, emotionally 
heated arguments provide the subtitler with little time and space to render entire dialogues, so 
the focus is on maintaining the rhythm of the speech, whereas in documentary films the situation 
is reversed, and preserving information is more important. Díaz Cintas and Remael (ibid., 150) 
conclude that even though some details get lost, subtitles are still complemented by the 
information that is transferred through other film channels and add that another key element 
subtitlers have to take into account is the target audience.  
In the following paragraphs, our point of departure are the subtitling strategies, techniques and 
examples used in omissions and condensations introduced by Díaz Cintas and Remael (cf. 2007, 
151–171), and Pedersen (Pedersen 2011, 85). We reformulate the strategies (condensation, 
simplification and generalisation) based on the notes taken during the Subtitling course about 
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the topic, which was taught by Silvana Orel Kos at the Department of Translation, Faculty of 
Arts, the University of Ljubljana in November 2016. 
3.4.1.1 Omission 
Díaz Cintas and Remael (2007, 162) state that there are no foolproof guidelines for deciding 
what to omit, but that omissions most frequently lead to some kind of reformulation of the text. 
The authors (ibid.) add that subtitlers rely on the redundancy rule to help them decide what to 
omit and think about whether the viewers will understand the main message or not; they have 
to be experts in recognising the essential content. Ivarsson and Carroll (1998, 86) state that 
omitting something which is not necessarily crucial for the understanding of the source text is 
often a better choice than paraphrasing since it can be less intrusive. 
Díaz Cintas and Remael (2007, 163–166) present what subtitlers tend to omit and provide some 
notes that can help the subtitlers decide what to omit as well. 
a) The question of redundancy or relevance helps the subtitlers decide whether specific 
information is important for the entire plot (cf. Díaz Cintas and Remael 2007, 163). 
b) Specific modifiers, especially adjectives and adverbs, are often omitted, as their primary 
function is to modify important information; however, if the modifiers have a greater 
role and are needed to provide context, they are kept (cf. Díaz Cintas and Remael 2007, 
163–164). 
No. No, I get nervous when brightly-
coloured fish are staring at me face-to-
face, you know. 
No, me pongo nervioso cuando se me 
quedan mirando los peces. 
[No, I get nervous when the fish keep 
staring at me.] 
(cf. Díaz Cintas and Remael 2007, 164) 
 
You woke me out of a deep sleep. Me has despertado. 
[You woke me up.] 
(cf. Díaz Cintas and Remael 2007, 164) 
 
c) Subtitlers tend to omit phatic words since they do not move the action forward (cf. Díaz 
Cintas and Remael 2007, 164).  
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Mais enfin, Norah, on n’abandonne 
pas un bebe, comme ça, pendant des 
heures ! 
[In heaven’s name, Norah, one does not 
abandon a baby, just like that, for 
hours!] 
 
You don’t abandon a baby for hours. 
(cf. Díaz Cintas and Remael 2007, 165) 
Anyway, whatever the fuck it is, she 
uses a lot of it you know. 
Appelle ça comme tu veux. Elle s’en 
met un paquet.  
[Call it what you like. She puts on a 
load.] 
(cf. Díaz Cintas and Remael 2007, 165) 
 
d) Greetings, interjections, vocatives, courtesy formulas, repetitions expressing hesitation 
and false starters are all examples of interpersonal elements that show the viewers the 
power relations between the characters and are typically omitted. These elements do not 
always advance the action; however, they can be important for the portrayal of the 
person’s character, for example, awkwardness (cf. Díaz Cintas and Remael 2007, 165). 
A cup of coffee, please. Un café. [A coffee.] 
 
No, no, no, no, no. I’m-I’m-I’m-I’m-
I’m j- I’m-I’m ju-…um…I’m a 
detective. They-They-They-We-We- 
lowered the height requirements, so I… 
No, no. Yo…soy inspector. Han 
aumentado la talla minima. 
[No, no. I… am a detective. They’ve 
lowered the height requirements.] 
(cf. Díaz Cintas and Remael 2007, 165) 
 
3.4.1.1.1 Omissions at clause or sentence level 
According to Díaz Cintas and Remael (2007, 166), subtitlers try to avoid omitting entire pieces 
of dialogue; however, in some cases, they are forced to omit sentences and clauses, e.g. 
sentences or clauses with low information load, dialogues that are part of the setting or inaudible 
dialogues. The authors (ibid.) write that therefore, once again, subtitlers rely on the criterion of 




Yeah, but it’s a great theory. Have you 
been paying attention? This is a great 
theory. 
Si, pero es una teoria genial.  
[Yeah, but it’s a great theory.] 
(cf. Díaz Cintas and Remael 2007, 171) 
 
3.4.1.2 Condensation 
Ivarsson and Carroll (Ivarsson and Carroll 1998, 85) emphasize that subtitlers face the most 
difficult decisions when they have to select what to translate and what to omit, as there are a 
number of factors that influence their decision. Subtitlers try to base their decision on the 
importance of the content, which they will then try to interpret as best they can. Ivarsson and 
Carroll (ibid., 86) add that “translating an irrelevant part of the text as a subterfuge to detract 
attention from something you have not understood is never an acceptable solution.”  
According to Díaz Cintas and Remael (2007, 150), the condensing method should depend on 
the necessary changes the target language requires; what is more, the reformulations ought to 
be idiomatic in order for the translation to sound natural.  
Orel Kos (2016) defines condensation as a translation strategy used in subtitling. It is a 
structural-semantical paraphrase which aims to reduce the number of characters in the target 
language while preserving the essential information. Text reduction occurs at the phrase level 
and clause/sentence level. Condensation is divided into simplification and generalisation.  
1A58: I just checked my messages, 
and he said that when he gets back 
from Atlanta, we need to talk. 
 
Na odzivniku je pustil sporočilo, da 
morava govoriti, ko se vrne iz Atlante. 
[He left a message on the machine that 
we need to talk when he gets back 
from Atlanta.] 
Examples in which multiple strategies are used for the same element at the same time, are 
considered to be condensations, as they include structural and semantic changes.  
Le linge, le repassage, ta grand-mère 
s’en chargeait. 
[The laundry, the ironing, your 
grandmother did all that!] 
Your grandmother did all the chores. 
(cf. Díaz Cintas and Remael 2007, 157) 
 
1 Examples from the corpus are marked with the letter A, B, or C, each corresponding to a specific episode 




Orel Kos (2016) defines simplification as a subtitling strategy used in condensation, where 
subtitliers reduce the lengthier elements in the SL. Changes are mainly observed on the 
structural level and more often in verbal phrases, for example, by using shorter verb forms, 
changing word class etc.  
Son père l’avait foutue à la porte ! 
 [Her father had thrown her out.] 
 
Her father threw her out. 
(cf. Díaz Cintas and Remael 2007, 152) 
Je me suis mis à travailler ! 
[I started working.] 
 
I found a job. 
(cf. Díaz Cintas and Remael 2007, 153) 
Would you like to share it with me? Compartàmoslo. 
 [Let’s share it.] 
(cf. Díaz Cintas and Remael 2007, 153) 
3.4.1.2.2 Generalisation 
According to Orel Kos (2016), generalisation is a subtitling strategy used in condensation for 
text reduction in which a more specific semantic element is replaced by a more general one. 
Here, the changes are mainly observed in noun phrases and involve a shift on the semantic 
level. This is achieved, for example, by using hyponyms or hypernyms. 
You lied to us, son. Your own mother 
and father. 
Tu nous as menti, à nous, tes parents. 
[You lied to us, to us, your parents.] 
(cf. Díaz Cintas and Remael 2007, 151) 
 
He’s got lots of money. Il est riche. 
 [He is rich.] 
(cf. Díaz Cintas and Remael 2007, 152) 
 
The murderer must have- like hidden in 
this closet, right? 
Le meurtrier a dû se cacher ici. 
[The murderer had to hide here.] 




• Examples of the original text translated into the target language text where specific 
textual reductions occur automatically because there are language-bound or work 
idiomatically, are considered to be translational equivalents.  
Souvent, je me dis : “Tant mieux qu’elle 
soit partie, comme ça, on est soulages”. 
 [I often tell myself: “Good thing she 
went, we’re more at ease like this”.] 
Sometimes I’m glad she went. It makes 
things easier. 
(cf. Díaz Cintas and Remael 2007, 156) 
 
3.4.2 Translation strategies used in dubbing 
In this chapter, we base our strategies on Chaume’s (2012) strategies and techniques used to 
achieve the three synchronies: phonetic or lip synchrony, kinesic synchrony or body movement 
synchrony and isochrony or synchrony between utterances and pauses. 
3.4.2.1 Omission 
Omission or deletion is a translation technique characteristic of the subtitling process, but also 
present in dubbing. Gottlieb (1992, 166) defined it as a “deliberate exclusion of part of the 
whole SL message into acceptable TL expression so that the translation will produce the same 
effect on the target audience”. However, some omissions can be language-bound, as stated by 
Díaz Cintas and Remael (2007, 163). For the purposes of our analysis, we will define omissions 
as instances in which the meaning, words or phrases are not transferred from the SL into the 
TL. This is achieved by omitting redundant elements, modal verbs, interjections, phatic 
elements and greeting expressions, vocatives, surnames, leaning on deictic elements to convey 
the meaning etc. (Chaume, 2012, 73).  





B154: Hmm. - 
 
C105: She was acting, she was 
pretending like she hasn’t heard 
from him in years, but I found this 
picture on her fridge, and look! 
Sie hat getan, als wenn sie schon 
Jahre nichts mehr von ihm gehört 
hätte, aber ich habe dieses Foto hier 
bei ihr gefunden. 
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[She pretended like she hasn’t heard 
from him in years, but I found this 
picture on her fridge.] 
3.4.2.2 Addition  
Addition is a translation technique with which one can amplify the meaning, explain something 
or provide more information about something. It is achieved by including interpersonal 
elements, interjections, repetitions that indicate hesitation, full names, modification etc. 
(Chaume, 2012, 73). These techniques are used to make the written-to-be-spoken language 
seem more authentic and vivid.  
B64: Pete! Em, Pete! 
 
B68: Well, then that guy is in 
serious, serious trouble. 
Alles klar! Dann wird der Junge 
aber ganz große Schwierigkeiten 
bekommen, was? 
[Well ok! Then the guy is in serious 
trouble, right?] 
 
C116: All right, I’m gonna close my 
eyes and point to someone, and you, 
whoever I point to, has to come up 
with something fun for us to do, and 
we have to do it. 
Ok, ich werde jetzt die Augen zu 
machen und auf jemanden zeigen. 
Und derjenige muss dann was 
Lustiges vorschlagen und sagen was 
wir tun sollen. Einverstanden?  
[Ok, I will close my eyes and point 
to someone. And that person has to 
come up with something fun and tell 
us what to do. Agreed?] 
 
3.4.2.3 Paraphrase  
A paraphrase is “a restatement of a text, passage, or work giving the meaning in another form” 
(Merriam-Webster Dictionary, n.d.), as defined by the Merriam-Webster Dictionary (ibid.).  
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Totally familiar! Du hast Ähnlichkeit mit ihm, 
Phoebe. 
[You resemble him, Phoebe!] 
 
I didn’t know you guys actually used 
those. 
Ich dachte immer, dass es nur im 
Film so abläuft.  
[I thought you only do that in 
movies.] 
 
Definitely Jason! Jason ist der richtige Mann.   
[Jason it the right man.] 
 
3.5 Ideational function  
In her doctoral dissertation, Kovačič (1992, 144) leans on Halliday’s theory on fundamental 
functions of language and applies it to subtitling in designing her own functional linguistic 
model. Kovačič speaks about the (inter)personal function, textual function and the ideational 
function. 
Kovačič (1992, 77) presents (inter)personal function as the most frequently omitted function 
that encompasses everything that does not include the ideational function. These are examples 
of phatic expressions, emotional exclamations, modality, terms of address, etc. The textual 
function is demonstrated in elements that contribute to text coherence as well as those that 
undermine it, such as conjunction, articles, and some examples of apposition and paraphrase 
(ibid., 111, 121–122). 
Kovačič (1992, 144) states that the ideational function encompasses the integral part of the 
communication, which contains key information about the action. It is vital to the viewer’s 
understanding and is therefore normally less affected in the subtitling process compared to the 
(inter)personal and textual function, which are complemented by the video. She divides the 
ideational function into three categories: a. co-ordination (enumeration and reinterpretation), b. 
apposition (non-restrictive, compound names + surname and compound title + surname, 




a) Co-ordination (Kovačič, 1992, 145) enables omissions and other forms of reformation 
if there is an interdependent/coherent relation among the elements that enable the 
understanding of the text. The coherent relation among the elements ensures that the 
essential content remains, even if an element of the text is omitted. The author (1992, 
145) divides co-ordination into 1. enumeration (in Slovene: nizanje) (two or more 
syntactically equivalent linguistic elements belonging to the same semantic field) and 
2. reinterpretation (in Slovene: razvijanje) (combining different relations, of which the 
first part creates the basis for the next one, or in other words, the second provides the 
explanation to the first). 
b) Apposition is defined by Kovačič (1992, 158) as the relation between equivalent 
elements related to the same object, observed from different viewpoints. She 
differentiates between 1. non-restrictive apposition, 2. compound names (first name and 
last name or title and last name) and compound adverbials of place and time.  
Subordination, as explained by Kovačič (1992, 166) means that one linguistic element is 
structurally and semantically dependant on another. The author discusses 1. propositional 
relations (relation between the verb and its arguments; participants and circumstances) and 2. 
modificational relations (attributes and modifiers). 
 
3.6 Manipulation 
Kramina (2004, 37) discusses the concept of manipulation in literature. She first tries to 
determine whether a translation is a manipulation, a topic about which scholars have differing 
opinions. First of all, a text can be interpreted in various ways and the question arises who has 
the power to determine, who interpreted the text correctly. Secondly, a translator is also limited 
by the constraints of the target audience. Kramina (2004, 37) refers to Lefevere and presents 
his theory of the two most important constraints for translators—their own ideology and the 
ideology of the target culture. Third, it could be argued, “that translation is manipulation 
because no translation can ever be the same as the original,” as even equivalent words can have 
different connotations, e.g. cultural realia and dialects (Kramina, 2004, 37–38).  
Kramina (2004, 38) uses Farahzad’s description of conscious and unconscious manipulation:  
the conscious process leads to conscious manipulation intentionally carried out by the translator 
because of various social, political and other factors. The unconscious manipulation is mostly a 
psychological phenomenon, and occurs under the influence of psychological factors. (Farahzad 
1999, cited in Kramina 2004, 38). 
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Kramina (2004, 38) presents several reasons for manipulation and references Toury’s (1995) 
translation laws, where he points out that manipulations can be a result of the translators desire 
to on the one hand produce a translation that resembles the original as much as possible and on 
the other to accommodate the target culture’s demands. Another important factor is the prestige 
of the source culture “from the vantage point of the target culture, the higher the likelihood of 
interferences, and vice versa” (Kramina, 2004, 38). Lastly, financial and ideological 
considerations are also important factors. 
The author says (2004, 39) that it is a fact, that manipulations are part of the translation process 
and that conscious and unconscious manipulations are simply bad and undesirable. “Whether it 
can be avoided at all and how, depends on the cultural context, on the literal, political and 
economic power structures as well as on the translator’s professionalism and experience” 
(Kramina, 2004, 39).  
On this topic, Chaume (2012, 151) writes that “it is commonly accepted that no translation is 
neutral and that translating involves taking decisions that convey a certain ideology” (ibid.). 
The author (ibid.) states that discourses are “ritualized ways of talking, writing and thinking” 
(ibid.) and provides sexist, communist and feminist discourse as examples. He states that it is 
expected for translators to spot the embedded ideology in the text “and then decide whether or 
not to transmit it in the target text, where there is an option” (ibid.) and be wary of ideology 
that found its way into the translation norms of the target language.  
Chaume (2012, 151) notes that censorship can occur on many levels and films can, for example, 
be “shortened or altered to accommodate the prevailing ideology in some periods and countries” 
(ibid.) or even not be translated at all. According to the author (ibid., 152) censors were most 
active “in the fields of politics, religion, sex and physiological functions” (ibid.); however, 
manipulation was not only present in totalitarian regimes but can also be spotted in democratic 
context, where texts are changed to suit the target culture’s ideology. In the article entitled 
Ideologija: izgubljeno ali pridobljeno s prevodom Orel Kos (2012) writes that in today’s liberal 
capitalism the ideology is determined by economic interests that lead to the commercialisation 
and globalisation of one’s literary preferences. The author (ibid.) concludes that through their 
choice of translation strategy, translators comply with the translation norms set by the ideology 
of the society; furthermore, whether the translator follows or breaks the set norms depends on 




4 Empirical part 
4.1 Analysis 
In our analysis, we identify examples of translational shifts, focusing on examples of 
manipulation. Manipulation is defined as translational changes that affect the characterisation 
of the character in both subtitles and dubbing. In the analysis of the Slovene subtitles, we will 
investigate omissions (O), condensations (C), simplifications (S) and generalisations (G). In 
the analysis of the German dubbed version, we will again be focusing on omissions (O) in the 
translation as well as additions (A) and paraphrases (P).  
Our point of departure were the subtitling strategies established by Jorge Díaz Cintas and Aline 
Remael (2007). These categories were recategorised based on notes taken during the Subtitling 
course about the topic discussed by Silvana Orel Kos. In addition, we based our analysis on the 
techniques for achieving the three synchronies in the dubbing process proposed by Frederic 
Chaume (2012). In determining changes in meaning regarding expressivity, we took into 
account the functional model—more specifically the ideational function—designed by Irena 
Kovačič (1992) in her doctoral thesis titled Jezikoslovni pogled na podnaslovno prevajanje 
televizijskih oddaj.  
We will aim to confirm or reject the following hypothesis: 
• H1: More omissions are expected in the subtitles. 
• H2: Omissions, condensations, simplifications and generalisations in the subtitles affect 
the expressivity of the original dialogue. 
• H3: The textual reduction strategies in the subtitling process and the dubbing strategies 
for achieving synchrony in the dubbing process can manifest manipulation of personal 
features in the character.  
4.2 Analysed material 
4.2.1 Sitcoms 
As summarised by Strafford (Media Diversity Institute 2004), a sitcom (situational comedy) is a 
comedy genre in which a group of characters in a setting portrays a comic narrative. Typically, 
a sitcom is around 25 to 30 minutes long. The author explains that most are shot in studios on 
simple sets, but occasional inserts filmed on other locations can be added (ibid.). Commonly, 
sitcoms are performed in front of a live audience (Mills 2009, 28), and, as Strafford states, 
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oftentimes “a laughter track from a studio audience or canned material” (Media Diversity 
Institute 2004) is added. 
Strafford (Media Diversity Institute 2004) writes that “most sitcoms offer single episodes that 
are self-contained, but recently there have been more quasi serial narratives in which a single 
storyline underpins the season or series” (ibid.); the author also mentions that occasionally 
special two-parters appear.  
The author (Media Diversity Institute 2004) presents some constraints to the narratives and the 
characterisations such as short runtime (25–30 minutes), limited sets or locations and a limited 
number of characters. Typically, the setting of the episode and the characters offer “a range of 
possible narrative conflicts” (ibid.).  
According to Strafford (Media Diversity Institute 2004), characters in sitcoms are mostly based 
on three types: 
• archetype: "a type associated with very long established characters, developed in folk 
tales, fairy stories, myths etc.” (ibid.), for example a fool or a hero; 
• stereotype: “characters based on traits related to social class, age, gender and ethnicity” 
(ibid.); 
• generic type: “characters who help the 30-minute narrative to work” (ibid.), for 
example, guest stars, the normal character in the group, etc.  
Brett Mills (2009, 10) adds that “the sitcom is often presented as a problem whose humour 
contributes (unwittingly?) to stereotyped representation of underprivileged groups, turning such 
social issues into nothing more than something worthy of laughter” (ibid., 10).  
4.2.1.1 Friends 
The first season of Friends, a successful American situational comedy or sitcom, was released 
on NBC on September 22, 1994, and the show lasted for ten seasons, with its final episode 
airing on May 6, 2004. Its plot revolves around the lives of a group of six friends: Monica 
(Courtney Cox), Rachel (Jennifer Aniston), Phoebe (Lisa Kudrow), Chandler (Matthew Perry), 
Joey (Matt LeBlanc) and Ross (David Schwimmer), who live in the same apartment complex 
in New York (Friends (1994–2004) – IMDB). 
The series became a great success around the world, winning multiple awards, and even today, 
the show is widely popular among viewers. All ten seasons have been released on DVDs in 
multiple countries, including Slovenia and Germany. We analysed the Slovene DVD edition 
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released in 2007 by the Continental Films company and the German dubbed edition, released 
in 2014 by Warner Home Video Germany, a division of Warner Bros. Entertainment. For our 
analysis, we selected episodes 23, 24 and 25 from the third season of the show. 
4.2.2 Data collection and analysis 
In the first step, we used existing online transcriptions of the SL, published by Eric Aasen (n.d.). 
Next, we included the Slovene subtitles from the 2007 Slovene DVD release and the German 
dubbed version from the 2014 DVD release. We went on to identify the translations strategies 
used in subtitling and dubbing in the sections A, B and C. In our evaluation of the data gathered, 
we first compared the original dialogue with the translated text in subtitles and dubbing and 
determined which translation strategies—that are the subject of our thesis—, if any, were used. 
Secondly, we evaluated whether the meaning in the subtitles and dubbing changed in any way. 
In the last step, we considered the change in the meaning and the context and assessed whether 
or not the unit in front of us was an example of manipulation. 
4.2.3 Corpus 
The corpus is comprised of a total of 30-minute-film dialogue in English with the Slovene 
subtitles and the German dubbed version. We selected three 10-minute segments from 3 
randomly selected episodes from Season 3. Altogether, the corpus contains 716 units in the SL, 
with one unit presenting one sentence in the source text. The sentences in the SL are aligned 
with the sentences in the subtitles and the dubbed version. As our focus is on the content, we 
disregard the format of the subtitles; thus, a completely accurate number of omissions is not 
possible, as they are often integrated into the condensation process. In the first column, each 
example is marked with the letter A, B, or C, which signifies the episode analysed, whereas the 
number signifies the number of the example, e.g. A23, B101 or C187. The second column 
contains the transcribed dialogue in English, followed by Slovene subtitles. In the fourth and 
eighth columns, we mark the Type of the translation strategy used (the type of translation 
strategy used in subtitles, e.g. omissions (O), condensations (C), simplifications (S) or 
generalisations (G), in the fourth column, and the type of translation strategy used in dubbing, 
e.g. omissions (O), additions (A) or paraphrase (P) in the seventh column—we later include an 
additional strategy insertions (I)). The fifth and ninth columns are categorised as Change in 
Meaning, where we mark YES in the cases in which changes in meaning were detected, or NO 
where we assess the meaning is not affected. In the sixth and the tenth column, we identify the 
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examples in which manipulation has taken place. The symbol / is used to indicate the examples 
relatively equivalent to the original. 
4.2.4 Episode description 
We describe the context of the analysed Episodes 23, 24 and 25 in Season 3.  
a) Episode 23 (02:22–12:32) 
Characters: Monica, Phoebe, Rachel, Joey, Chandler, Ross, Jason, Pete, Vince, Dr. Rhodes. 
After Ross discovers a strange growth on his skin, he discusses his condition with Joey and 
Chandler and seeks medical help. Phoebe starts going out with two guys at the same time and 
discovers it is too much work but cannot make up her mind. Monica receives a phone call from 
her boyfriend Pete, who is out of town and is afraid he is breaking up with her. She and her 
friends go to his apartment, where Joey finds a receipt for a jewellery maker, which is why they 
think Pete will propose to Monica. 
b) Episode 24 (07:57–18:02)   
Characters: Monica, Phoebe, Rachel, Joey, Chandler, Ross, Bonnie, Doug, Pete. 
Chandler complains about his boss, who rewards his good work with playful slaps on his butt. 
Monica tries to be supportive in Pete’s pursuit of becoming the Ultimate Fighting Champion, 
even though he is brutally beaten in the ring. Phoebe introduces Ross to her friend Bonnie, who 
was once bald. After seeing that Bonnie is not bald anymore, Rachel gets jealous of Bonnie and 
angry with Phoebe for not mentioning that her friend is not bald anymore. 
c) Episode 25 (04:30–14:33)  
Characters: Monica, Phoebe, Rachel, Joey, Chandler, Ross, Bonnie, Phoebe Sr. 
Phoebe is looking for her dead mother’s high school friend in the hope of finding her father. 
For this reason, she and her friends go to her friend’s beach house. Because of a storm, the 
beach house is full of sand. While Phoebe visits her mother’s friend, the others try to find a way 
to kill time. They play a version of strip poker, during which Rachel flirts with Ross. A short 
time later, Bonnie joins them on their vacation. Out of jealousy, Rachel suggests to Bonnie she 
should again shave her head.   
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4.3 Results and discussion 
The corpus is comprised of 716 units.  
Section A Section B Section C 
254 units 217 units 245 units 
Table 1: The number of units in the corpus. 
4.3.1 H1: More omissions are expected in the subtitles 
The number of omissions observed as well as the number of words and characters with spaces 
in each section confirm our initial hypothesis that there is more omission being used in 
subtitling than in dubbing.  
4.3.1.1 Statistical data 
The first table shows the number of omissions used in all the sections in the subtitles and the 
dubbed version.  
 
The second table shows the number of words and characters in each section in the SL, the 
subtitles and in the dubbed version. The first column in each section lists the number of words 
and the second column shows the number of characters with spaces. The table also includes 
percentage values of words and characters with spaces in the subtitles and the dubbed version.  














































 A B C 
Slovene subtitles 163 126 156 
German dubbed 
version 
37 20 16 
Table 2: Number of omissions observed. 
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Table 3: Total number of words and characters with spaces in the SL, subtitles and the dubbed version. 
In counting the words, we did not take into account the content in the brackets or the names of 
the characters, signifying their turns to speak. It can be observed that due to the textual reduction 
strategies used in the subtitling process—omission, condensation, simplification and 
generalisation—the number of words in each section is lower than in the SL. More precisely, 
there are 43.1% fewer words in Section A, 36.3% fewer words in Section B and 36.0% fewer 
words in Section C. The same can be observed in examining the number of characters with 
spaces as there are 42.1% fewer characters with spaces in Section A, 34.2% fewer characters 
with spaces in Section B and 35.2% fewer character with spaces in Section C. The values in the 
brackets next to the Slovene subtitles indicate the percentage of the text that was preserved. 
4.3.1.2 Discussion 
The high percentage of the textual reduction used in the subtitles is related to the fact that we 
are analysing episodes with a 22-minute runtime and a quick pace of events and changes of 
shots. Due to fast-changing shots, the characters come and leave the set very fast and as a result, 
there are many greetings and false starts that contribute to the number of words in the SL and 
consequently to the high number of reductions in the subtitles. 
4.3.1.2.1 Omission and addition in dubbing 
The analysis of the strategies used in the dubbed version shows that omission is used in dubbing 
as well; however, to a considerably smaller extent than in subtitling. The number of words and 
characters with spaces as well as the low number of omissions used in dubbing demonstrate 
that there is much more text in the dubbed version compared to the source text. There are 9.1% 
more words in Section A, 19.4% more words in Section B and 16.0% more words in Section 
C; or, in other words, there are 18.6% more characters with spaces in Section A, 29.0% more 
characters with spaces in Section B and 23.8% more characters with spaces in Section C. Here, 
in contrast to subtitling, the values in the brackets indicate how much text was added in the 
translation in the dubbed version. 
We attribute this to the fact that the German language has different ways of expressing modality 
and tenses, longer compound nouns and cases, which can result in longer sentences and more 
words as in our case. Another factor in the higher number of words and character with spaces 
is the use of addition for achieving good synchronisation. We also found a small number of 
examples, in which the translator (or/and others involved in the dubbing process) decided to 
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add elements, even though there is nothing spoken in the SL, which we discuss in the next 
chapter in more detail. 
4.3.1.2.2 Insertions in the German dubbed version  
As discussed and explained by Chaume (2012, 73), addition is used for emphasizing a specific 
meaning and to provide more information on a subject. In our analysis, we found a great number 
of examples of additions—52 additions in Section A, 37 in Section B and 31 in Section C. 
Examples that stand out are additions that we found in places where there is no spoken 
communication. We found 6 such examples: 
 SL German dubbed version Composition of the shot 
A5 - Joey: Ja. 
[Yes.] 
Camera from afar; mimic; no sound 
A27 - Joey: Das kapiere ich nicht. 
Versteht ihr das? 
[I don’t get it. Do you get it?] 
Camera waist up; mimic; no sound 
A29 - Joey: Schon klar. 
[I get it.] 
Camera waist up and from the side; 
mimic; no sound 
A33 - Ross: Oh, Mann. 
[Oh, man.] 
Camera from afar; mimic; no sound 
A45 - Chandler: Weg war sie. 
[And it was gone.] 
Camera waist up; already covered 
dialogue 
A55 - Joey: Und wie. 
[I know.] 
Camera waist up and from the side, 
mimic; no sound 
Table 4: Examples of insertions. 
The listed examples occur when the camera is filming from a distance or from waist up and the 
character makes a gesture or a facial expression. Even though the character in the SL says 
nothing, an utterance is added: in examples A5 with the camera filming from afar; in a closer 
shot when a camera is filming from the waist up in A27; camera filming from the side in A29 
and A55; in case where the dialogue was already translated in its entirety like in example A45, 
where there was no need for this addition.  
As already discussed by Chaume (2012, 69–73), the quality of the dubbing process is 
determined by meeting the demands of all synchronies: lip synchrony, kinesic synchrony and 
isochrony—achieving synchronisation is the priority, even at the account of the content. 
However, the additions found in our examples do not amplify the length of the text to achieve 
exact synchronisation but are actually new information, which was not in the original text.   
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All these additions in our examples are mostly due to complying with the kinesic synchrony, 
where the meaning implied by body movements has to be explained or made more explicit for 
the purposes of the plot. Deriving from this, we can conclude that in example A5 the aim is to 
draw attention to Joey nodding and agreeing with Chandler. In example A27 the purpose is to 
make Joey’s expression more explicit to show that he does not understand what Phoebe is 
implying and again, two segments later in A29, the aim is to show that he understood her joke 
now. In A33 the addition of Oh, Mann. (in English: Oh, man.) is used to call attention to Ross’s 
concerned expression when he greets his friends. In example A45 the sentence was added to 
explain Chandler’s hand gesture and in A55 they further explained and amplified Joey’s 
nodding.  
 
Figure 1: Example A27, where Joey does not understand Phoebe's joke. [Source: Friends: 3. Staffel 2013] 
In our opinion, a more suitable term for the kind of additions used in the examples above would 
be insertions. In these units, the main focus is not simply to make something more explicit so 
the viewers can follow the development more easily and not lose focus. Based on our analysis, 
we present the following explanation for insertions:  
Insertions are specific elements used to add an explanation to non-verbal 
communication, with the aim of making the source text more realistic and vivid in the 
target translation. 
In the examples of insertion, isochrony is overlooked, as the focus is on emphasizing body 
movements. Insertions can contribute to the manipulation of personal features in the character 
by highlighting specific parts of the character’s personality (for example, Joey’s ignorance). By 
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giving message to the non-verbal part of his communication, the insertions in the examples 
above may be interpreted to demonstrate the archetype character of a fool2. 
4.3.2 H2: Omissions, condensations, simplifications and generalisations in the subtitles 
affect the expressivity of the original dialogue. 
The second hypothesis is confirmed. The results indicate that the use of textual reduction 
strategies in subtitles can cause the loss of expressivity; however, the percentage of examples 
with a change of meaning that affect expressivity is low. 
4.3.2.1 Statistical data 
The table presents the number of units in which omission, condensation, simplification and 
generalisation were used. The lower line shows the number of examples in which no changes 
were detected and the number of examples in which change was detected.  
The first line indicates the number of all examples in which we found that textual reduction 
strategies were used. We calculated the percentage of retained essential meaning, which shows 
that in the cases where omission, condensation, simplification and generalisation were used, no 
change in meaning was detected in 78–86% of the examples, or, in other words, the meaning 
slightly changed and expressivity was affected in less than 13–21% of examples. 
4.3.2.2 Discussion 
The elements omitted in the majority of the examples were: interjections (okay, y’know, well, 
oh please, yeah, cool), exclamations (wow, ahh, oh yeah, ohh, ha, oh no, ow, uh), vocatives 
(honey, Pheebs, Bing) , greetings (hello, hey, hi), and examples of hesitation (no-no-no, wh-
 
2 According to the archetype scheme suggested by Strafford (Media Diversity Institute 2004). 




with O, C, 
S and G 
189 150 165 
 No 
change 
Change No change Change No 
change 
Change 
 163 26 118 32 140 25 
 86.2% 13.8 % 78.7% 21.3% 84.8% 15.2% 
Table 5: Number of all textual reduction strategies used in subtitles and the number of examples with no change in meaning 
and examples with changes in meaning. 
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haa-haa). These elements mainly have the (inter)personal function, as they are used to express 
emotions, excitement, establish communication and modify the essential part of the dialogue.  
 Source language Slovene subtitles Type Ch. M. 
A16 Rachel: What-Pheebs?! - O NO 
B29 Doug: Bing! - O NO 
A41 Chandler: Y’know 
what? 
- O NO 
A50 Joey: Oh! - O NO 
B154 Doug: Hmm. - O NO 
Table 6: Examples of omission with (inter)personal function. 
The ideational function was used to evaluate whether key information in the original dialogue 
was preserved in the subtitles. As stated by Kovačič (1992, 144), because the elements that 
fulfil the ideational function are the most important for comprehension, they are normally less 
likely to be omitted or changed. We were interested in finding out whether expressivity is lost 
in the subtitling process, where the focus is on reducing the text to its essential information that 
helps the viewers understand what is being shown on film. 
The analysis showed a great number of reductions used and together with the small number of 
changes in meaning, we can say that that is the result of prioritising the ideational function over 
the other two functions: the (inter)personal and textual functions. The focus on retaining the 
core meaning and the tendency to find idiomatic translation equivalents both contributed to the 
fact that core information and expressivity were not omitted. As the results show, the percentage 
of examples in which expressivity was affected are low. The table below lists some examples 
where the main elements with the ideational function from the SL were preserved, while the 
(inter)personal function was omitted.  
 Source language Slovene subtitles Type Ch. M. 
A82 Just your run-of-the-
mill third nipple. 
Navadna tretja prsna bradavica. O, G YES 
A127 Dr. Rhodes: Thank you 
soo much for coming 
on such a short notice. 
Hvala, da ste prišli. O YES 
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B42 Chandler: Well, that’s 
not true, he-he smacked 
you once. 
Ni res. Tebe je enkrat. O, G YES 
B162 Chandler: Oh, and 
don’t get me wrong, I 
appreciate the 
sentiment.  
Saj sem vesel vaše pozornosti,  O YES 
Table 7: Examples of preserved ideational function and omitted (inter)personal function. 
In A82 the idiomatic phrase run-of-the-mill is generalised with the Slovene adjective navadna 
that translates back to English as normal, regular. In A127 the adverb soo much and the 
adverbial of manner on such a short notice are omitted as they are not essential for the core 
meaning. The (inter)personal function is present in the next examples: in example B42, the 
sense of hesitation is not evident since the interjection well and the repetition of the pronoun 
he-he is omitted. In example B162, the exclamation oh and expression don’t get me wrong are 
also omitted as is the implied hesitation in the source text.  
4.3.2.2.1 Expressivity in the dubbed version 
This hypothesis is hard to apply to dubbing, since dubbing does not use textual reduction 
strategies for the same purpose. The focus is not on reducing the number of characters to fit the 
temporal and spatial constraints as in subtitles but to achieve quality synchronisation. Therefore, 
we cannot say that elements fulfilling the ideational function are preserved more than the 
(inter)personal or the textual function. In the dubbed version, our analysis showed the use of 
omissions, additions and paraphrases, with which the translators want to achieve better 
synchronisation and to make the language realistic, that is why phatic expressions and 
emotional exclamations are actually added, for example. 
4.3.2.3 Overview 
We can conclude that prioritising the ideational function does to a small extent, lead to less 
expressivity used in the subtitles, as the focus is on the preservation of the essential message. 
As observed in the examples above, the elements with the (inter)personal function are the 
primary sources of expressivity and their omission causes the text to be less expressive. 
However, omitting these elements does not affect the ideational function to a great extent since 




4.3.3 H3: The textual reduction strategies in the subtitling process and the dubbing 
strategies for achieving synchrony in the dubbing process can manifest 
manipulation of personal features in the character.  
The results of our analysis show that manipulation of text in order to suit the restrictions 
imposed by the subtitling process and the dubbing process can occur, or, in other words, our 
hypothesis is confirmed.  
4.3.3.1 Statistical data 
The results of the analysis show examples in which the meaning was slightly changed and 
examples where the change of meaning resulted in a change of character or a complete change 
of meaning. 
 A B C 
 Slo. Sub. Ger. 
Dub. 
Slo. Sub. Ger. 
Dub. 
Slo. Sub. Ger. 
Dub. 
Number of changes 
in meaning 
26 59 32 54 25 37 
Table 8: Table 8: The number of all changes of meaning in the Slovene subtitles and the German dubbed version. 
In assessing manipulation, we first identified changes to the meaning. Then we determined 
whether the change is an example of manipulation. As discussed in the theoretical part, every 
act of translation could be considered an act of manipulation since no translation is ever the 
same as the original. 
 
We divided the examples in which we found changes in meaning into two groups: examples 
with partial change in meaning and examples with a complete change in meaning 
(manipulation of meaning or personal features in the character). In the first group, we 
 A B C 
Partial Manipulation Partial Manipulation Partial Manipulation 
Slovene 
subtitles 




50 9 44 10 47 2 
Table 9: The number of partial changes in the meaning and manipulations. 
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categorised the examples which, although the key meaning was retained, we considered to be 
less expressive, especially in case of the subtitles. In the second group, we included examples 
where the meaning was completely changed, or that we viewed as examples of manipulation of 
personal features in the character.  
In the Slovene subtitles, there are altogether 82 examples of a partial change in meaning—25 
examples of a partial change in meaning in Section A, 32 examples in Section B and 25 
examples in Section C. There is only one example of manipulation in subtitles, which we found 
in Section A.  
In the German dubbed version, there are 141 examples of a partial change in meaning—50 
examples of a partial change in meaning in Section A, 44 in Section B and 47 in Section C. We 
found 21 examples of manipulation, that is 9 examples of manipulation in Section A, 10 
examples in Section B and 2 examples in Section C. 
4.3.3.2 Discussion 
4.3.3.2.1 Manipulation of meaning 
The analysis uncovered examples in which the meaning was changed completely. 













C190 Chandler: Oh, 
yeah, I don’t 
know what 
they were 
doing, but at 
one point sea 
turtles actually 














YES NO Wisst ihr was. 












Table 10: Example C190. 
In this example, the entire exchange in the German dubbed version is an example of 
manipulation of meaning. In the SL, Chandler sarcastically implies that Bonnie and Ross were 
loud at night having sex and says at one point sea turtles actually came up to the house which 
can be interpreted as them being as loud as turtles when mating or that the sea turtles came to 
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demand silence3. The subtitle provides a direct translation, but in the German dubbed version, 
the translators used a paraphrase. First, addition was used and an introductory phrase Wisst ihr 
was (in English: You know what) was added. Next, they paraphrased the meaning being loud as 
by saying Eins habe ich mir fest vorgenommen, liebe Freunde: Ich werde ganz sicher nie wieder 
ohne Walkman verreisen, which translates back to English as I decided to never again travel 
without a Walkman. The translators tried to make the original text more understandable to the 
target viewer and used a more relatable situation to explain that Bonnie and Ross were loud in 
a more sarcastic way. 













B23 Rachel: Yeah, 













YES NO Ja, es war ja 
auch ok, 
solange ich 
dachte, dass er 
sich mit Yul 
Brynner trifft.  
P YES YES 
Table 11: Example B23. 
Example B23 is again an example of manipulation of meaning. In the SL Rachel says she was 
not bothered that Ross went out with some girl as long as she thought the girl was weird and 
bald. In the subtitles, they translated some weird bald chick with plešasta čudakinja (in English: 
bald weirdo). In the dubbed version, the name Yul Brynner was added, the name of a famous 
American actor in the 1960s through the 1980s who was bald. By adding a culturally specific 
element, they rely on the fact that the viewers would know the actor and what he looks like 
because they omitted any other implication about being bald. This added metaphor aims to be 
more comprehensible to the target audience by using a reference from the source culture; 
however, audiences today would probably not connect the actor’s name to baldness, but would 
probably first assume that Ross is on a date with a weird woman that looks like a man. 





















O NO NO Woher sollte ich 
denn wissen, dass 
sie sich inzwischen 
die Haare wachsen 
lässt? Sie könnte 
sich eine Glatze… 
A YES YES 
Table 12: Example B198. 
B198 is another example of the change of meaning. Phoebe reacts to Rachel saying You said 
she was bald (in German: Und du hast gesagt, dass sie eine Glatze hat, meine teuerste). 
Phoebe’s response was simply stressing that the person was bald in the past. In the subtitles the 
Slovene verb bila (in English: was) is repeated three times, to convey Phoebe’s dramatisation. 
In the dubbed version, they omit the verb was and use addition to insert sentences: Woher sollte 
ich denn wissen, dass sie sich inzwischen die Haare wachsen lässt? Sie könnte sich eine 
Glatze…, translated back to English as How could I have known that since then she grew her 
hair back? She could have been bald… 
Due to slight changes in the wording in the segments before this exchange, the translator 
decided not to use repetition of the verb hatte (in English: has) to respond to dass sie eine Glatze 
hat (in English: that she has a bald head). The far angle of the camera and the fact that the 
character is also shot from behind in the next moment, provided the translator with the 
opportunity to add more sentences. The initial number of five syllables in the SL was increased 
to 28 syllables. 
 
Figure 2: A picture of the scene in example B198. [Source: Friends: 3. Staffel 2013] 























YES NO Ja, schon 
gesehen. Ihr 
könntet 
wirklich nie als 







Table 13: Example A165. 
Monica invites everyone to Pete’s house and in that moment, she receives a videocall and 
instructs the others to hide, which they do poorly. In the subtitles, they change the noun hiders 
to the verb ste se skrili (in English: you hid poorly), which slightly changes the expressiveness 
of the statement. In the dubbed version, they paraphrase the sentence and say Ihr könntet 
wirklich nie als Agenten tätig sein, which in English means You could really never become 
agents. As the character is speaking from a small screen on the videophone, the translators tried 
to make the dialogue more humorous and expressive—they have Pete compare the clumsy guys 
in his apartment to stealthy agents. 
 
Figure 3: Phoebe, Chandler, Rachel and Joey try to hide. [Source: Friends: 3. Staffel 2013] 
4.3.3.2.2 Examples of manipulation of personal features in the character 
The analysis found examples of manipulation of text that result in the different characterisation 
of a character.  















- O NO NO Nimmst du 
wohl die Finger 
weg? Ich bin 
ein anständiger 
Junge. 
A YES YES 
Table 14: Example C88. 
Example C88 is an example of the manipulation of personal features in the character. Rachel 
tries to paint Ross’s fingernails and he runs away from her. The only spoken communication 
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here is Ross’s exclamation Oh, no-no-no! which is omitted in the subtitles since these elements 
only have an (inter)personal function. In the dubbed version, they again add complete sentences 
saying Nimmst du wohl die Finger weg? Ich bin ein anständiger Junge. (in English: Will you 
take your hands away? I am a decent young man.). In the moment of Ross’s utterance, he and 
Rachel fall onto the couch and wave their hands around, which obscures his mouth movements. 
This again makes it possible to insert a much lengthier dialogue than in the SL. Furthermore, 
with this addition, Ross comes across as if he is insinuating something sexual to Rachel, even 
though he has a girlfriend.  
 
Figure 4: Ross and Rachel on the couch. [Source: Friends: 3. Staffel 2013] 
4.3.3.2.2.2 Example A3 and A4 
 
First, in A3, we see that in the paraphrase the word order has been changed, which means that 
the character first boasts about saving other people from fire and in the next sentence he 






































you up to an 
even 
hundred. 
Če se bova z 
Joeyjem igrala 
z vžigalicami, 






NO Wenn du 
willst, kokeln 
Joey und ich, 
damit du 
noch die 100 
vollkriegst. 
P  YES YES 
Table 15: Example A3 and A4. 
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natürlich (in English: Yes, naturally) and the adverb genau (in English: precisely) are additions 
used to amplify the meaning, in this case, his boasting. Also, the comparison highest in the 
force is omitted, and in the dubbed version, the character simply talks about a high number of 
people he saves in general. Through the addition and paraphrase, the character seems to be 
bragging more and that he is a show-off.  
Secondly, in example A4, in the SL, Chandler and Joey joke about if they played with matches 
that they could cause a fire, which implies that they are able to cause a fire by accident; however 
in the German dubbed version, Chandler's words are translated as if they want to start a fire on 
purpose. Through a paraphrase wenn du willst, kokeln Joey und ich (in English: if you want, 
Joey and I can start a fire), his statement seems more like a suggestion, and that they would 
cause a fire deliberately. 

















Vem, O NO NO Ja, das ist 
richtig, 



















Y'know? - O NO NO Ja, ihr 
hört 
richtig! 

















P YES YES 

















In A20 the expression in the SL insinuates a much more sexual meaning, as explained in the 
Urban Dictionary (Urban Dictionary, n.d.) playing the field means “when a person dates 
numerous people but is in no serious relationships” (ibid.), whereas the Slovene expression 
preverjati teren may not carry the same connotation. In the dubbed version, the translator chose 
to convey a more amplified meaning. In the original text, it is implied that this is just a phase 
Phoebe is going through and that she is allowing herself to have some fun. In the dubbed version 
in Example A20 the translators add jetzt (in English: now) and habe keine Lust mehr, mich 
festzulegen (in English: not interested in commitments anymore) imply that she is never going 
to be in a serious relationship again. In the next example, A21, they again use the addition of 
Ja, ihr hört richtig! (in English: Yeah, you heard right.) to confirm the previous statement and 
make her seem more confident and committed to her decision. Then, in examples A22 and A24, 
the verb betrüge (in English: betray), the expression nicht festgelegte Falschspillerin (in 
English: a gambler without limits) and the addition of die die Männer einlädt (in English: who 
invites men) is used. All these examples in the context strengthen the character’s image of a 
woman who plays with men on purpose, and not just a woman who is going through a period 
of taking relationships less seriously.  
In example A24 we find the only example of manipulation of personal features in the character 
in the Slovene subtitles. In the example, condensation is used. The phrase oat-sowing, explained 
in the Cambridge Dictionary (Cambridge Dictionary, n.d.) as a “period of life when one does 
a lot of exciting things and has a lot of sexual relationships” (ibid.), is translated as 
prenapihnjena (in English: hotshot or cocky) and the combined with radovedna (in English: 
curious). Radovedna is a milder term to describe a person dating numerous people; however, 













Table 16: Example A22 and A24. 
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4.3.3.2.2.4 Example B20 
 
In the next example, Rachel meets a girl that Phoebe set up with Ross and is convinced the girl 
will be unattractive to Ross as she is bald. However, the girl is not bald anymore and Rachel 
becomes jealous and is angry with Phoebe for not telling her. In example B20, in the SL, Phoebe 
is not surprised about something she did not know, but only says that telling people, who is bald 
or not, is not something she usually does. In the German dubbed version, Phoebe comes across 
as surprised that she did not know something because she usually knows everything. With the 
addition of weil ich es nicht wusste (in English: because I did not know) the translators replace 
her answer I don’t know, and by paraphrasing the second part with ich weiß sonst alles über die 
Menschen (in English: I otherwise know everything about everyone) makes the character more 
meddlesome and gossipy than she really is.  
4.3.3.3 Overview 
The results show that manipulation of meaning and personal features in the character can occur 
in subtitling and dubbing. However, it is important to note that we found 21 examples of 
manipulation in dubbing and only 1 example of manipulation in subtitling. The nature of 
translational strategies and techniques—the addition of information, extended paraphrases—
and the emphasis on achieving quality synchronisation provide more opportunities for text 
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YES NO Weil ich es 
nicht wusste 











This master’s thesis focuses on analysing translation shifts in the Slovene subtitles and the 
German dubbed version in the television series Friends. As the term translation shifts is very 
broad, we focused on translation shifts that result in a change of expressivity and the 
manipulation of personal features in the character. We examined subtitling strategies of 
omission, condensation as well as simplification and generalisation and strategies and 
techniques used in dubbing: omission, addition and paraphrase. A corpus comprised of the 
original text in English, Slovene subtitles and German dubbed version was created. The main 
part of the thesis discusses the three hypotheses presented in the first part of the thesis. These 
hypotheses are: H1: More omissions are expected in the subtitles; H2: Omissions, 
condensations, simplifications and generalisations in the subtitles affect the expressivity 
of the original dialogue; H3: The textual reduction strategies in the subtitling process and 
the dubbing strategies for achieving synchrony in the dubbing process manifest 
manipulation of personal features in the character.  
Díaz Cintas and Remael (2007) introduce audiovisual translation as a field of translation which 
is gaining its foothold in translation studies. Due to restrictions such as spatial and temporal 
constraints set by the medium, audiovisual translations demand some modification of the source 
text. It is an “umbrella term” (Díaz Cintas and Remael 2007, 12) which deals, as Jüngst (2010) 
writes, with the translation of various media formats that consist of visual and audio elements 
in which a transfer from the SL to the TL occurs. The most popular and widely known forms 
of audiovisual translation are subtitling and dubbing.  
On subtitling, Díaz Cintas and Remael (2007) state that as an audiovisual translation practice, 
it deals with the interaction of the spoken word, image and subtitles. Luyken et al. (1991) add 
that the original text is conveyed by “condensed written translations” (ibid., 31) that are 
displayed at the bottom of the screen in one or two lines. The appearance of subtitles is adjusted 
to fit the “corresponding portion of the original dialogue” (ibid.) on-screen. Díaz Cintas and 
Remael (2007, 80–99) review and present descriptive subtitling standards for subtitles 
published by Ivarsson and Carroll in the Code of Good Subtitling Practice. These standards 
describe uniformity regarding the positioning of subtitles, number of lines, font type, number 
of characters and the alignment of subtitles as well as standards regarding the timing and 
duration of subtitles, how to deal with multiple voices and short dialogue exchanges and 
describe timecodes and the reading time and speed of subtitles.  
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Dubbing is an audiovisual translation practice, where the focus is on replacing the spoken 
dialogue in the SL by spoken dialogue in the target language, as Jüngst (2010, 2) explains. 
Ivarsson and Carroll (1998, 10) discuss that countries with totalitarian regimes like Germany, 
Italy and Spain saw in dubbing the opportunity to communicate the message that served their 
purposes and lie to and manipulate their citizens.  
According to Chaume (2012, 66) the priority in dubbing is synchronisation with mouth 
articulation or lip-sync, body movements or kinesic synchrony, and with the duration of the 
original dialogue or isochrony. The author (ibid., 68–69) writes that phonetic synchrony or lip-
sync means adapting the translated text to the character’s lip movements, especially in close-
up shots. He (ibid.) describes kinesic synchrony as achieving synchronisation between the 
translation and the body movement of the character. And lastly, Chaume (ibid.) explains that 
isochrony means that the duration of the translated text is synchronised with the character’s 
dialogue. The author (ibid., 69–73) adds that achieving the three synchronies can be more 
important than conveying a faithful translation of the source text.  
For the purposes of the analysis, we recategorised the strategies used in subtitling and dubbing 
that were introduced by Díaz Cintas and Remael (cf. 2007, 151–171), and Pedersen (Pedersen 
2011, 85). The main focus in subtitling is conveying the essential meaning and text reduction. 
Orel Kos (2016) states that omission is used to omit content which is not crucial for the general 
understanding of the meaning. Frequently omitted are redundant information, modifiers, for 
example, some adjectives or adverbs, phatic words, interjections, greetings, false starts, 
courtesy formulas etc. The author (ibid.) describes condensation as a structural-semantic textual 
reduction strategy used to reduce the number of characters in the translation while preserving 
the essential information. Simplification is a structural textual reduction that aims to reduce 
lengthy elements in the source text (using shorter or simple verb phrases etc.) (ibid.). 
Generalisation is achieved by using a more general term to replace a more specific term from 
the source text; here the change is more frequently observed in noun phrases and at the semantic 
level, to preserve similar implied meaning (ibid.). 
In dubbing, the emphasis is on achieving phonetic and kinesic synchrony and isochrony; our 
analysis focused on omission, addition and paraphrase. In omission, simple and complex 
phrases, clauses and even full sentences from the source text are omitted in the target language. 
Addition is used in dubbing to amplify or explain something or to provide more information on 
a subject and aims at making the target text more authentic. Chaume (2010, 75) mentions that 
omission and addition can be seen as “translation errors in written translations, but are permitted 
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in the AVT”; it is important to bear in mind that dubbing primary focuses on achieving quality 
synchronisation. The last analysed strategy is a paraphrase, which is rewording of units 
spanning from complex phrases to clauses in changing the form but maintaining the message.  
A sitcom is a genre of television comedy where usually a comic narrative is performed by a 
group of characters in a familiar setting. The runtime of each episode is between 25 to 30 
minutes, and the show is mainly filmed in studios, with some exceptions. The episodes are 
mostly self-contained, with occasional two-part episodes. The episodes are constrained by the 
short runtime, limited sets and the small number of characters.  
The empirical part includes a corpus that consists of the transcribed source text from the 
American television series Friends as well as the transcribed Slovene subtitles from the 2007 
Slovene DVD release and the German dubbed version from the 2014 DVD release. The corpus 
is comprised of three 10-minute segments that were collected from 3 random episodes from 
Season 3. The text was divided into units where one unit present one sentence in the source 
text. The sentences in the source text were aligned with the sentences in the Slovene subtitles 
and the German dubbed version. Each unit was marked according to the section (A, B or C) 
and with a number, for example, A23, B101 or C187. First, the subtitling and dubbing strategies 
presented in the theoretical part were identified and marked in the corpus. Next, we determined 
whether changes in meaning in the subtitles and dubbing occurred. Lastly, examples of 
manipulation of meaning or personal features in the character were identified.  
The results of the analysis confirmed our hypotheses. The first hypothesis H1: More omissions 
are expected in the subtitles was confirmed. The hypothesis was confirmed in two respects. 
First, as omission was a strategy analysed both in subtitles and the dubbed version, we were 
able to count the number of omissions used in subtitling and in the dubbed version. There were 
altogether 445 omissions found in the subtitle units and 73 in the dubbed version. Next, we 
counted the number of words and characters with spaces in the source text, the Slovene subtitles 
and the German dubbed version. In the Slovene subtitles, there were 43.1% fewer words in 
Section A, 36.3% fewer words in Section B and 36.0% fewer words in Section C. Furthermore, 
there were 42.1% fewer characters with spaces in Section A, 34.2% fewer characters with 
spaces in Section B and 35.2% fewer characters with spaces in Section C. On the other hand, 
we observed a higher number of words and characters with spaces in the dubbed version than 
in the source text. There were 9.1% more words in Section A, 19.4% in Section B and 16.0% 
in Section C, and in regards to the number of characters with spaces, there were 18.6% more 
characters with spaces in Section A, 29.0% more in Section B and 23.8% more in Section C.  
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Our results show that a more significant text reduction occurred in the subtitles than in the 
dubbed version, which is due to the different translational approaches. In subtitles, the emphasis 
is on reducing the text to comply with the temporal and spatial constraints of the subtitles. In 
dubbing, the focus is on achieving quality synchronisation, which means prioritising phonetic 
and kinetic synchrony as well as isochrony over the content. Due to the low number of 
omissions used in the dubbed version and by using addition and paraphrases, the translated text 
in the dubbed version became longer. What is more, even within the synchronies, prioritisation 
occurred when isochrony is interrupted; namely, our results reveal that in the dubbed version 
addition occurs in places where there is no spoken dialogue in the source text. Thus, another 
category of strategies used in this dubbed version was added to the corpus: insertions. Insertions 
were defined as specific elements used to add an explanation to non-verbal communication, 
with the aim to make the source text more realistic and vivid in the target translation.  
The second hypothesis H2: Omissions, condensations, simplifications and generalisations 
in the subtitles affect the expressivity of the original dialogue, was confirmed. The results 
showed that the subtitling strategies used to reduce the original text do result in loss of 
expressivity, but the meaning slightly changed and expressivity was affected in only around 
13–21% of examples. The ideational function helped determine if the essential meaning of the 
source text was preserved in the subtitles. The low percentage of changes of expressivity is the 
result of prioritising the ideational function over the (inter)personal and the textual functions. 
Furthermore, the results also showed that the elements with the (inter)personal function 
(interjections, greetings, exclamations and vocatives) are the most frequently omitted elements 
in subtitles, as they do not further the action or provide essential information, but rather modify 
the text and add an emotional meaning to the message, which is typically evident from the 
sound and image.  
In our analysis, the functional model by Kovačič (1992) was applied to condensations, 
simplifications and generalisations, as all strategies incorporate an act of omission. Our analysis 
only provides an elemental insight into how condensations, simplification and generalisation 
affect expressivity, which is why a more in-depth analysis would be required to establish their 
connection to the expressivity of the text.  
Lastly, the third hypothesis H3: The textual reduction strategies in the subtitling process 
and the dubbing strategies for achieving synchrony in the dubbing process can manifest 
manipulation of personal features in the character was confirmed as well. The results 
determined 21 examples of manipulation in the dubbed version and 1 example of manipulation 
54 
 
in subtitles. The results showed examples where the meaning was entirely changed and 
examples with changes in a character’s personality. Although insertions did not result in a 
complete change of character, we observed that insertions could be interpreted to emphasise a 
character archetype, as these are indicated by Strafford (Media Diversity Institute 2004), i.e. 
that of a fool. By giving meaning to non-verbal elements, all insertions contributed to a greater 
humorous effect. Paraphrases and additions were used, including new modifiers, vocatives, 
interjections, explanations that had an effect on the message. These additions can be 
counterpoised by the omissions used in the subtitles, and, once again, the different underlying 
approaches in translation for either subtitling or dubbing become evident. The former focuses 
on text reduction and maintaining the essential message while the latter emphasises achieving 
the three synchronies, oftentimes at the expense of the original content, which also provides 
more opportunities for text manipulation.  
This thesis provides an illuminating insight into the changes in translation for subtitling and 
dubbing; what is more, we defined a new dubbing strategy—insertions. The differences in the 
three languages discussed, the vividness of language, application of different translational 
strategies and the restrictions imposed, the visual and audio medium, above all, demonstrate 
that this field offers many opportunities for future research. A more detailed model and in-depth 
approach would be necessary to determine the effect and use of the strategies used in subtitling 
and dubbing on the message and character manipulation more accurately. 
 
5.1 Povzetek 
Pričujoče magistrsko delo analizira prevajalske premike v slovenskih podnapisih in nemški 
sinhronizaciji v televizijski seriji Prijatelji. Ker razumevanje prevajalskih premikov zajema 
zelo široko področje, smo se v svojem delu osredinili na prevajalske premike, pri katerih smo 
zaznali spremembo ekspresivnosti in manipulacijo značaja lika. Preučili smo prevajalske 
strategije, kot so izpust, zgostitev ter poenostavitev in posplošitev. Prav tako smo pri 
sinhronizaciji pobližje predstavili strategije in tehnike, kot so izpust, dodajanje in parafraza. 
Ustvarili smo korpus, ki zajema izhodiščno besedilo v angleščini, slovenske podnapise in 
nemško sinhronizacijo. V osrednjem delu naloge se posvečamo hipotezam, ki smo jih 
predstavili na začetku naloge. Te hipoteze so naslednje: H1: Več izpustov je v podnaslovljeni 
različici; H2: Izpusti, zgostitve, poenostavitve in posplošitve v podnapisih vplivajo na 
ekspresivnost originalnega dialoga; H3: Strategije krajšanja besedila v podnaslavljanju 
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in strategije sinhronizacije za doseganje sinhronosti lahko izkazujejo manipulacijo 
značaja likov. 
Díaz Cintas and Remael (2007) predstavita avdiovizualno prevajanje kot področje prevajanja, 
ki se vedno bolj uveljavlja na področju prevodoslovja. Zaradi prostorskih in časovnih omejitev, 
ki jih določa medij, je pri avdiovizualnem prevajanju potrebno prirejanje izhodiščnega besedila. 
Gre za večstransko področje, za katerega Jüngst (2010, 1) doda, da zajema prevajanje različnih 
medijskih formatov, ki so sestavljeni iz vizualnih in avdio elementov, ki soustvarjajo prevod iz 
izhodiščnega jezika v ciljni jezik. Najbolj znani področji avdiovizualnega prevajanja sta 
podnaslavljanje in sinhronizacija.  
Podnaslavljanje, kot to definirata Díaz Cintas and Remael (2007), je način avdiovizualnega 
prevajanja, ki se ukvarja z interakcijo govorjene besede, slike in zvoka. Luyken et al. (1991) 
pišejo, da je pri podnaslavljanju izhodiščno besedilo v zgoščenem pisnem prevodu prikazano 
na dnu zaslona v eni ali dveh vrsticah in da je oblika podnapisov prilagojena glede na ustrezen 
govorjeni del dialoga. Ivarsson in Carroll v Code of Good Subtitling Practice predstavljata 
nezavezujoče standarde podnaslavljanja, ki jih povzameta Díaz Cintas and Remael (2007, 80–
99) in razporedita po sklopih: standardi, ki obravnavajo pojme, kot so enotnost pri postavitvi 
podnapisov, številu vrstic, vrsti pisave, številu znakov in poravnave podnapisov. Prav tako pa 
zajemajo tudi standarde glede časa in trajanja podnapisov, kako ravnati v primeru več glasov 
in pri kratkih dialogih, ter predstavita časovne kode, čas branja in hitrost podnapisov. 
Jüngst (2010, 2) sinhronizacijo predstavi kot način prevajanja avdiovizualnih besedil, kjer se 
prevajalci predvsem osredotočijo na zamenjavo govorjenega dialoga v izhodiščnem jeziku z 
govorjenim besedilom v ciljem jeziku. Ivarsson in Carroll (1998, 10) pravita, da so države, kot 
so Nemčija, Italija in Španija, kjer je bil prisoten totalitarizem, s sinhronizacijo našli način, kako 
lagati svojim državljanom in jih manipulirati. 
Chaume (2012, 66) pravi, da so v sinhronizaciji najpomembnejši sinhronost ali usklajenost 
izgovorjave t. i. sinhronizacija usta na usta (v angleščini lip-sync), sinhronizacija telesnih gibov 
(v angleščini kinesic synchrony) in pa sinhronizacija trajanja originalnega dialoga ali izohronija 
(v angleščini isochrony). Avtor (ibid. 68–69) sinhronizacijo usta na usta opiše kot prilagajanje 
prevoda na gibanje igralčevih ust, kinesic synchrony je sinhronizacija med prevodom in 
gibanjem telesa, isochrony pa pomeni, da gre za sinhronizacijo trajanja prevodenega besedila z 
trajanjem originalnega dialoga. Avtor (ibid. 69–73) poudari, da je doseganje omenjenih 
sinhronosti lahko tudi pomembnejše od ohranjanje enakega pomena v prevodu. 
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Ponovno smo opredelili strategije prevajanja pri podnaslavljanju in sinhronizaciji, ki so jih 
predstavili Díaz Cintas and Remael (cf. 2007, 151–171) ter Pedersen (Pedersen 2011, 85). Pri 
podnaslavljanju je najpomembnejše ohraniti glavni pomen in skrajšati besedilo. Orel Kos 
(2016) pravi, da se izpusti uporabljajo za izpuščanje vsebine, ki ni tako pomembna za 
razumevanje glavnega pomena. Pogosto izpuščeni elementi so nerelevantne informacije, členi, 
pridevniki, prislovi, čustveni izrazi, medmeti, pozdravi, nagovori itd. Zgoščevanje je 
strukturno-semantična strategija krajšanja besedila, ki se uporablja za zmanjšanje števila 
znakov v prevodu; najpomembnejše informacije se pri tem ohranijo (ibid.). Pri poenostavitvi 
gre za strukturno krajšanje dolžine podnapisa (npr. krajše glagolske oblike). Posplošitev zajema 
zamenjavo specifičnega izraza z bolj splošnim izrazom, do spremembe pa pride predvsem na 
ravni samostalniških zvez in pomena (ibid.). 
Pri sinhronizaciji je poudarek na sinhronizaciji usta na usta, sinhronizaciji telesnih gibov in 
sinhronizaciji trajanja originalnega dialoga. V naši analizi smo se osredotočili na iskanje 
izpustov, dodajanja in parafraze. Izpusti zajemajo opustitev enostavnih in zapletenih besednih 
zvez, stavkov ter celih povedi iz izhodiščnega besedila v ciljnem jeziku. Dodajanja se 
uporabljajo za poudarjanje in razlaganje določenega elementa v izvornem besedilu z namenom, 
da bi prevedeno besedilo v ciljem jeziku delovalo bolj naravno. Chaume (2010, 75) piše, da se 
izpusti in dodajanja lahko razumejo kot napake v pisnem prevodu, vendar ob tem izpostavi, da 
je pri sinhronizaciji v ospredju doseganje sinhronosti. Osredotočili smo se še na parafrazo, kjer 
gre za preoblikovanje besedila ali dela besedila, kjer gre lahko za daljše besedne zveze do 
povedi, pri katerih se spremeni oblika, pri tem pa je ohranjeno izvirno sporočilo.  
Empirični del vključuje korpus, v katerega smo vključili transkripcijo izhodiščnega besedila 
ameriške televizijske serije Prijatelji ter transkripcije slovenskih podnapisov iz DVD izdaje iz 
leta 2007 in nemške sinhronizacije iz DVD izdaje 2014. Korpus je sestavljen iz treh 10 minut 
dolgih segmentov, ki so bili izbrani iz 3 naključnih epizod iz 3. sezone serije. Besedilo je bilo 
razdeljeno na posamezne enote, kjer vsaka enota ustreza eni povedi v izvornem besedilu. 
Povedi v izvornem besedilu smo poravnali s povedmi v podnapisih in sinhronizaciji. Vsaka 
enota je bila označena s črko, ki označuje posamezen izsek (A, B ali C), in s številko, na primer 
A23, B101 ali C187. Najprej smo označili strategijo krajšanja besedila pri podnaslavljanju in 
sinhronizaciji. Nato smo ugotavljali, ali je prišlo pri podnapisih in sinhronizaciji do sprememb 
v pomenu. Nazadnje smo označili primere manipulacije značaja lika. 
Rezultati analize so potrdili zastavljene hipoteze. Prva hipoteza H1: Več izpustov je v 
podnaslovljeni različici bila potrjena. Hipotezo smo potrdili z dveh vidikov: s primerjavo 
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števila izpustov ter primerjavo števila besed in znakov s presledkom. Ker smo rabo izpustov 
analizirali tako pri podnapisih kot pri sinhronizaciji, smo lahko primerjali število izpustov. V 
podnapisih je bilo najdenih 445 izpustov, pri sinhronizaciji 73 izpustov. Nato smo prešteli 
število besed in znakov s presledki v izhodiščnem besedilu, slovenskih podnapisih in nemški 
sinhronizaciji. Pri podnaslavljanju smo v vseh treh izsekih našli 445 primerov izpustov, medtem 
ko smo pri sinhronizaciji našli 73 primerov izpustov. Nato smo prešteli število besed in znakov 
s presledki pri podnapisih in sinhronizaciji. V slovenskih podnapisih je 43,1 % manj besed v 
izseku A, 36,3 % manj besed v izseku B in 36,0 % manj besed v izseku C. Pri številu znakov 
pa smo ugotovili, da je v izseku A 42,1 % manj znakov s presledki, v izseku B je 34,2 % manj 
znakov s presledki in v izseku C je 35,2 % manj znakov s presledki. Prav tako pa smo ugotovili, 
da je število besed in znakov s presledki v sinhronizaciji nekoliko višje kot v izhodiščnem 
besedilu. Analiza je pokazala, da je pri sinhronizaciji 9,1 % več besed v izseku A, 19,4 % več 
besed v izseku B in 16,0 % več besed v izseku C; če pri tem pogledamo še število znakov s 
presledki, pa je v izseku A 18,6 % več znakov s presledki, v izseku B 29,0 % več znakov s 
presledki in v izseku C je 23,8 % več znakov s presledki. 
Rezultati so pokazali, da je bilo pri podnapisih skrajšanega veliko več besedila kot pri 
sinhronizaciji, kar pripisujemo dejstvu, da gre v osnovi za različna pristopa pri prevajanju. Pri 
podnapisnem prevajanju je poudarek na krajšanju besedila, da lahko besedilo ustrezno 
oblikujemo v skladu časovnimi in prostorskimi omejitvami. Pri sinhronizaciji pa je poudarek 
na ustvarjanju kakovostne sinhronizacije, kar pomeni, da so v ospredje postavljene predvsem 
sinhronizacija usta na usta, sinhronizacija telesnih gibov in izohronija. 
Zaradi majhnega števila izpustov v sinhronizaciji in zaradi uporabe strategij, kot sta dodajanje 
in parafraza, je prevedeno besedilo pri sinhronizaciji daljše. Prav tako pa smo opazili, da je bila 
v nekaterih primerih tudi pri sinhronizaciji prednost dodeljena sinhronizaciji usta na usta in 
sinhronizaciji telesnih gibov. Pri sinhronizaciji smo namreč naleteli na primere, kjer so opustili 
izohronijo, in uporabili dodajanje na mestih, kjer v izhodiščnem jeziku ni govorjene 
komunikacije. Uvedli smo novo strategijo za doseganje sinhronosti pri sinhronizaciji, t. i. 
vstavek (v angleščini: insertion). Vstavke smo definirali kot posebne elemente, ki se uporabljajo 
za razlaganje neverbalne komunikacije, katere namen je narediti izhodiščno besedilo bolj 
realistično v ciljnem prevodu.  
Prav tako je bila potrjena druga zastavljena hipoteza H2: Izpusti, zgostitve, poenostavitve in 
posplošitve v podnapisih vplivajo na ekspresivnost originalnega dialoga. Rezultati analize so 
pokazali, da strategije krajšanja besedila pri podnaslavljanju lahko naredijo besedilo manj 
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ekspresivno; izpostaviti pa je potrebno, da je bila izguba ekspresivnosti prisotna le pri približno 
13–21 % primerov. S preučevanjem predstavne funkcije smo ugotavljali, ali je bil pri 
podnapisih glavni pomen v prevodu ohranjen. Nizek odstotek sprememb ekspresivnosti je po 
našem mnenju posledica dejstva, da se pri krajšanju besedila v ospredje postavlja predstavna 
funkcija in da pride do več izpustov medosebne in besedilne funkcije. Poleg tega so rezultati 
pokazali, da so elementi z medosebno funkcijo, npr. medmeti, vzkliki in zvalniki, najpogosteje 
izpuščene prvine v podnapisih, saj ne posredujejo bistvenih informacij, temveč besedilu le 
dodajo dodatno čustveno obarvano sporočilo, ki pa je načeloma razvidno iz zvoka oz. slike. 
V naši analizi smo funkcijski model jezikovnih izrazov, ki ga je definirala Kovačič (1992), 
uporabili tudi pri zgostitvah, poenostavitvah in posplošitvah, saj vse strategije vključujejo tudi 
dejanje izpusta. Vendar je naša analiza zgolj prvi korak, ki vodi k bolj natančni analizi vpliva 
zgostitev, poenostavitev in posplošitev na ekspresivnost, in bi zato bila potrebna natančnejša 
analiza.  
Tretja hipoteza H3: Strategije krajšanja besedila v podnaslavljanju in strategije 
sinhronizacije za doseganje sinhronosti lahko izkazujejo manipulacijo značaja likov je bila 
prav tako potrjena. Rezultati analize so pokazali 21 primerov manipulacije pri sinhronizaciji in 
zgolj 1 primer manipulacije v podnapisih. Pri sinhronizaciji smo naleteli na primere, pri katerih 
je bil popolnoma spremenjeno sporočilo, in primere, pri katerih smo ugotovili, da je prišlo do 
spremembe značaja lika. Čeprav pri rabi vstavkov nismo zaznali popolne spremembe značaja 
lika, so rezultati analize pokazali, da vstavki poudarijo arhetip norca, ki ga omenja Strafford 
(Media Diversity Institute 2004). Analizirani vstavki z dodajanjem pomena neverbalnim 
prvinam prispevajo k ustvarjanju humorja. Prevajalci so uporabljali parafraze in dodajanje ter 
tako nizali nove elemente, kot so zvalniki, medmeti in pojasnila, ki so na svoj način vplivali na 
sporočilo. Našteti elementi, ki so bili dodani v besedilu, so ravno tiste prvine, ki se opustijo pri 
izpustih v podnaslavljanju. Tako znova postanejo očitni različni pristopi pri podnapisnem 
prevajanju in prevajanju za sinhronizacijo. Podnaslavljanje se osredinja na krajšanje besedila 
in ohranjanje bistvenega pomena, sinhronizacija pa na doseganje treh sinhronosti, pogosto tudi 
na račun izhodiščnega besedila, kar omogoča več možnosti za manipulacijo besedila. 
Magistrsko delo predstavlja vpogled v spremembe, nastale med podnaslavljanjem in 
prevajanjem za sinhronizacijo. Prav tako smo v delu definirali novo strategijo, ki se uporablja 
v sinhronizaciji: vstavke. Razlike med tremi obravnavanimi jeziki, živosti jezika, različni 
prevajalski pristopi in omejitve, ki jih predstavlja avdio-vizualni medij, so dokaz, da to področje 
daje veliko priložnosti za nadaljnje raziskovanje. Da bi natančneje opredelili vpliv in rabo 
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obravnavanih strategij na sporočilo in manipulacijo značaja lika v podnaslavljanju in 
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Symbols used in the corpus: 
• Type (T.) – subtitles 
o O – omission 
o C – condensation 
o S – simplification 
o G – generalisation 
• Type (T.) – dubbing 
o O – omission 
o A – addition 
o P – paraphrase 
o I – insertion 
• Change in Meaning (Ch. M.) 
o / – not an example of the translation strategies analysed  
o NO – no change in meaning 
o YES – change in meaning 
• Manipulation (Man.) 
o NO – no manipulation detected 
o YES – manipulation detected
  
7.1.1.1 Appendix 1: Friends, Season 3, Episode 23, 02:22–12:32 
Marker Source language4 Slovene subtitles5 Type Ch. M. Man. German dubbed version6 Type Ch. M. Man. 
A1 Rachel: Wow! - O NO NO Wow! / / / 
A2 
Have you ever 
rescued anyone from 
a burning building 
before? 
Si že koga rešil iz 
goreče hiše? 
/ / / Hast du schon mal jemanden 
aus einem brennenden 
Gebäude befreit? 
/ / / 
A3 
Vince: 98 hot saves, 











y'know if Joey and I 
played with matches, 
we could get you up 
to an even hundred. 
Če se bova z 
Joeyjem igrala 
z vžigalicami, boš 
prišel do stotice. 
O, C NO NO Wenn du willst, kokeln Joey 





A5 - - / / / Joey: Ja. I NO NO 
A6 
Vince: Fire safety is 
not a joke, son. 
Z ognjem se ne gre 
šaliti, sinko. 
G NO NO Darüber macht man keine 
Scherze, mein Junge. 
O NO NO 
A7 
Chandler: You're 
right, I know. 
Vem. C NO NO Ja, du hast Recht. 
Entschuldige. 
A YES NO 
A8 
Vince: Look, I gotta 
go. 
Iti moram, O NO NO So, ich gehe jetzt.  / / / 
A9 I'm on call tonight. nocoj sem dežuren. / / / Ich muss gleich zum Dienst. P YES NO 
A10 See you Saturday. Vidiva se v soboto. / / / Bis Samstag. / / / 
A11 Phoebe: Okay. - O NO  NO Okey. / / / 
A12 
Rachel: Wow, he's 
cute, Pheebs! 
- O YES NO Wow. Der ist ja wirklich 
niedlich. 
O, P NO  NO 
 
4 Aasen, Eric. "Friends Transcripts". https://fangj.github.io/friends/. Access: March 12, 2019. 
5 Prijatelji: sezona 3. [DVD]. Produced by Con film. 2007. 
6 Friends: 3. Staffel. [DVD]. Produced by Wrner Home Video. 2013. 
  
A13 
But I thought you just 
started dating that 
Kindergarten teacher. 
Nisi začela hoditi z 
nekim 
vzgojiteljem? 
O NO NO Aber ich habe gedacht, dass 
du einen Erzieher an der 
Hand hättest. 
P NO NO 
A14 Phoebe: Oh, Jason? Z Jasonom? O  NO NO Ach, Jason? / / / 
A15 
Yeah, uh-huh, we're 
seeing each other 
tonight. 
Zvečer se vidiva. O NO NO Ja, mit dem treffe ich mich 
heute Abend. 




- O NO NO Ja, aber Phoebe, / / / 
A17 
Two dates in one day? Dva zmenka na isti 
dan? 
/ / / 2 Rondezvous an einem Tag? / / / 
A18 
That's so unlike you. To ti ni podobno. / / / Dass ist doch sonst nicht 
deine Art! 
P NO NO 
A19 
Phoebe: I know, I 
know! 
Vem, O NO NO Ja, das ist richtig, P NO NO 
A20 




O NO NO aber jetzt habe ich keine Lust 
mehr, mich festzulegen, wisst 
ihr? 
P, A YES YES 
A21 Y'know? - O NO NO Ja, ihr hört richtig! A YES YES 
A22 
Like, juggling two 
guys, I'm sowing my 
wild oats. 
Z dvema 
žongliram, duška si 
dajem. 
O NO NO Ich betrüge alle beide. 
Ich stoße mir die Hörner ab. 
P YES YES 
A23 Y'know? - O NO NO - O NO NO 
A24 








O, C YES YES Ich wurde sagen, ich bin eine 
nicht festgelegte 
Falschspielerin, die die 
Männer einlädt. 
P, A YES YES 
A25 
Joey: So Pheebs, do 
they know about each 
other? 
Vesta eden za 
drugega? 
O, S NO NO Und, wissen die beiden 
Männer voneinander? 
O NO NO 
  
A26 
Phoebe: Does a dog's 
lips move when he 
reads? 
Se psu pri branju 
premikajo ustnice? 
/ / / Wenn ein Hund Zeitung liest, 
bewegt er dann die Lippen? 
A NO NO 
A27 
- - / / / Joey: Das kapiere ich nicht. 
Versteht ihr das? 
I YES  NO 
A28 
Phoebe: Okay, no 
they don't. 
Prav, ne, ne 
poznata se. 
/ / / Ich sag's euch. Nein, er 
bewegt sie nicht. 
A NO NO 
A29 -  - / / / Joey: Schon klar. I YES NO 
A30 Ross: Hey guys! - O NO NO Hey, Leute! / / / 
A31 Joey: Hey. - O NO NO Hey, Ross! A NO NO 
A32 Rachel: Hi! - O NO NO - O NO NO 
A33 - - / / / Ross: Oh, Mann. I NO NO 
A34 Joey: Well?! - O NO NO Nah, und? A NO NO 
A35 
Chandler: Okay, 
how'd it go at the 
doctor's? 
Kaj je rekel 
zdravnik? 
C NO NO Los red schon! Was hat der 
Arzt gesagt? 
A NO NO 
A36 
Ross: Well, he said 
there's definitely 
nothing to worry 
about, it's totally 
benign. 
Da ni razloga za 
skrb, benigno je. 
O, C NO NO Er hat gesagt, dass das Ding 
gutartig ist und dass ich mir 
deswegen keine Sorgen 
machen soll. 
/ / / 
A37 Joey: Well what is it?! Kaj pa imaš? O NO NO Und was ist es nun? / / / 
A38 
Ross: He couldn't 
even tell me! 
Ne ve! S NO NO Das konnte er mir nicht 
beantworten. 
/ / / 
A39 
He said it was just 




O NO NO Er hat nur gesagt, dass es sich 
dabei um eine merkwürdige 
Hautabnormität handelt. 
P NO NO 
A40 
And the worst thing is 
he-he-he said, he said, 
without being able to 
identify it, he was 
reluctant to remove it. 
Pa še odstraniti je 
noče, 
dokler ne ve, za kaj 
gre. 
O NO NO Und das Schlimmste daran 
ist, dass er das Ding nicht 
entfernen möchte, weil er 
nicht weißt welche 
Abnormität mich befallen hat. 





- O  NO NO Weißt du was? / / / 
A42 
You should go to my 
guy, because when I 
went in there with my 
third nipple. 
Pojdi k mojemu. 
Ko sem prišel 




NO NO Du solltest zu meinem Arzt 
gehen. Ich war mit meiner 
dritten Brustwarze bei ihm. 
A NO NO 
A43 
He just lopped it right 
off. 
jo je gladko snel. C NO NO Er hat sie einfach abgehackt, /  / / 
A44 Y'know? - O NO NO weist du. / / / 
A45 - - / / / Weg war sie. I YES NO 
A46 So, I guess I'm lucky. Očitno imam srečo. O NO NO Tja, ich hatte eben Glück. / / / 
A47 
I mean not as lucky as 
people who were born 
with two nipples. 




O, C NO NO Aber ich hatte nicht so viel 
Glück wie die Leute, die nur 
2 Brustwarzen haben. 
P  NO NO 
A48 
Ross: At least they 
knew what yours was. 
Tvoja stvar je bila 
vsaj 
nekaj znanega,  
/ / / Wenigstens wusste dein Arzt, 
was du hast. 
P NO NO 
A49 
Y'know, yours had a 
name. 
z imenom. O, C NO NO Dein Ding hatte einen 
Namen. 
O, A NO NO 
A50 Joey: Oh! - O NO NO Hor mal! P YES NO 
A51 
Maybe they'll name 
yours after you! 
Mogoče bodo to 
poimenovali po 
tebi. 
S NO NO Vielleich wird man dein Ding 






Y'know, they'll call it, 
The Ross. 
Ross z malo. O, C YES NO Stell dir vor, die nennen es 
„den Ross“. 
A NO NO 
A53 
And then people 
would be like, 
"Awww, he's got a 
Ross." 
Ljudje bi govorili: 
Oh, rossa ima. 
O NO NO Dann werden die Menschen 
immer sagen: „Oh, er hat 
einen Ross.“ 
/ / / 
A54 
Ross: (sarcastic) 
Yeah, that'd be cool! 
Ja, to bi bilo 
res sijajno. 
/ / / Ja, das wäre ziemlich cool. / / / 
  
A55 - - / / / Joey: Und wie. I YES YES 
A56 
Monica: Pete's 
breaking up with me. 
Pete me bo pustil. / / / Pete will mit mir Schluss 
machen. 
/ / / 
A57 All: What?! - O NO NO Was? Wieso? A NO NO 
A58 
Monica: I just 
checked my 
messages, and he said 
that when he gets 
back from Atlanta, we 
need to talk. 
Na odzivniku je 
pustil sporočilo, 
da morava govoriti, 
 
ko se vrne iz 
Atlante. 
C NO NO Er hat mir auf den 
Anrufbeantworter 
gesprochen: „Wenn ich aus 
Atlanta wiederkomme, dann 
müssen wir uns unterhalten.“ 
/ / / 
A59 Rachel: And? In? / / / Ja, und? A NO NO 
A60 Monica: Well that's it. To je vse. O NO NO Ist doch klar. P YES NO 
A61 
People never say `We 
need to talk' unless it's 
something bad. 
Toda izraz govoriti 
morava pomeni 
nekaj slabega. 
/ / / Wenn man zu einer 
„Unterhaltung“ aufgefordert 
wird, kann nur was 
Schlechtes bedeuten. 
P NO NO 
A62 
Joey: Whoa, that 
doesn't necessarily 
mean that he's 
breaking up with you. 
Ni nujno, da te bo 
pustil. 
O, C NO NO Aber das ist doch Unsinn. 
Das muss nicht unbedingt 
bedeuten, dass er Schluss 
machen will. 
A YES NO 
A63 Monica: Really?! Res? / / / Ja, meinst du? A NO NO 
A64 
Joey: Yeah, maybe he 
just cheated on you. 
Ja. Mogoče te je 
samo prevaral. 
/ / / Vielleicht ist er nur 
fremdgegangen und das will 
er dir sagen. 





Jason: ...and I know 
I'll never get rich 
doing it, but I gotta 
tell you, it's pretty 
cool knowing that 
you're making a 
Vem, obogatel ne 
bom, 
ja pa lepo, 
 




NO NO In diesem Beruf wird man 
natürlich nicht reich, aber du 
kannst dir gar nicht 
vorstellen, was für ein 
schönes Gefühl es ist zu 
wissen, dass man Kindern 
helfen kann. 
P NO NO 
  
difference in a kid's 
life. 
A66 
Phoebe: That is so 
great! 
Sijajno. C NO NO Ach, das ist ja fantastisch.  / / / 
A67 Oh, I...! - O NO NO Nah ja, das finde ich… A NO NO 
A68 Phoebe: Oh my God! O, moj bog! / / / Oh, mein Gott! / / / 
A69 Jason: Whoa! - O NO NO - O NO NO 
A70 Phoebe: Oh my God! - O NO NO Oh, mein Gott! / / / 
A71 
Jason: Ahh-ahh, we'd 
better call the fire 
department! 
Pokličiva gasilce. O, S, 
G 
NO NO Wir müssen die Feuerwehr 
holen! 
O NO NO 
A72 Phoebe: No! No! Ne! O NO NO Nein, nein! / / / 
A73 
Phoebe: Well, we 
don't n-n-need a 
fireman, we'd, we 








YES NO Hör mal Jason, wir brauchen 
keinen Feuerwehrmann, wir 
brauchen hier einen guten 
Automechaniker. 
A NO NO 
A74 
Oh my God, here they 
come!  
Moj bog, že gredo!  / / / Das darf doch nicht wahr 
sein, da kommen sie ja schon!  
P NO NO 
A75 
Well, we gotta get out 
of here! 
Pojdiva! O, C NO NO Los, wir müssen hier weg! / / / 
A76 Jason: W-w-w-wait!  Čakaj!  O NO NO Augenblick mal!  P NO NO 
A77 Why? Zakaj? / / / Wieso denn? A NO NO 
A78 
Phoebe: Well look, if 
I wanted to see a 
fireman, I would date 
one.  
Če bi hotela 
gasilca, 
bi ga raje povabila 
ven, prav? 
O, C YES NO Wenn ich unbedingt einen 
Feuerwehrmann sehen will, 
dann gehe ich mit ihm aus,  
/ / / 
A79 Okay?  - O NO NO okey! / / / 
 
A80 
Ross: Th-th-that's all 
it is, a third nipple. 
Samo tretja 
bradavica je. 









mill third nipple. 
Navadna tretja 
prsna bradavica. 
O, G YES NO Also wirklich überhaupt 
nichts Besonderes, eine 3. 
Brustwarze. 
P NO NO 
A83 Y'know? - O NO NO - O NO NO 
A84 
You can take it off. Kar odstranite jo, / / / Sie können sie gern 
entfernen. 
A NO NO 
A85 
Just slice that baby 
right off! 
takoj jo lahko 
odsekate. 
O NO NO Schneiden Sie den Popel 
einfach weg. 
P YES NO 
A86 
Dr. Rhodes: Take 
your shirt off, and 
let's see what we're 
dealing with here. 
Slecite srajco, 
da vidiva. 
C, O NO NO Ich werde mal nachsehen. 
Ziehen Sie bitte Ihr Hemd 
aus. 
P NO NO 
A87 
(Ross starts to take off 
his pants) What are 
you doing? 
Kaj pa počnete? / / / Was machen sie da? / / / 
A88 




Kažem vam svojo 
tretjo bradavico, 
ki je samo za 
rezanje. 
C YES NO Ganz einfach. Ich zeige Ihnen 
meine ziemlich leicht zu 






Dr. Rhodes: Well 
that's not a third 
nipple. 
To ni tretja 
bradavica. 
O NO NO Nicht zu fassen! Das ist ja gar 
keine 3. Brustwarze! 
A NO NO 
A90 
Dr. Rhodes: First of 
all, it's on your ass. 
Prvič, imate jo na 
riti. 
G NO NO Was hat eine Brustwarze auf 
dem Hintern zu suchen? 
P YES NO 
A91 
Ross: Well then, what 
is it? 
Kaj pa je potem? O NO NO Dann sagen sie es mir was es 
ist? 
P NO NO 
A92 
Dr. Rhodes: Wait a 
minute, hold it. 
- O NO NO Einen Augenblick, warten sie 
mal. 
/ / / 
A93 Johnson! Jansen, / / / Jansen, / / / 
A94 
Will you come in here 
a moment? 
pridi malo! S, G NO NO würden sie bitte mal 
herkommen? 
A NO NO 
  
A95 




/ / / Ich arbeite mit dr. Hamilton. P NO NO 
A96 
Dr. Rhodes: He's 
good with rear things, 
bring him in too. 
Pripelji še njega, 
spozna se na odbite 
stvari. 
/ / / Den wird das auch 
interessieren. Bringen Sie ihn 
am besten gleich mit. 
P, A NO NO 
 
A97 
Monica: I gotta go 
water Pete's plants. 
Zalit grem Petove 
rastline. 
S NO NO So, ich muss Petes Blumen 
gießen.  
/ / / 
A98 
Y'know what, if he's 
gonna break up with 
me, maybe 
I won't water his 
plants. 
Če pa me namerava 
pustiti, 
jih morda ne bom. 
O, C, 
G 
NO NO Wisst ihr was? Wenn er mit 
mir Schluss macht, werde ich 
wahrscheinlich nie mehr 
seine Blumen gießen. 
A YES YES 
A99 
Chandler: Well, if he's 
gonna break up with 
you, maybe Joey and 
I should water his 
plants. 
Če te bo pustil, 
bi mu rastline 
morda 
zalila midva z 
Joeyjem. 
O NO NO Wenn er mit dir Schluss 
macht, sollten vielleicht Joey 
und ich seine Blumen gießen 
Monika.  
/ / / 
A100 
If y'know what I 
mean. 
Saj me razumeš. C NO NO Wenn du verstehst, was ich 
meine. 
/ / / 
A101 
Joey: Or ha-ha, we 
could go over there 
and pee on them. 
Lahko pa greva tja 
in jih poščijeva. 
O, C NO NO Na ja, wir pinkeln einfach auf 
seine Blumelein. 
P YES YES 
 
A103 
Phoebe: …and I-I 
can't take it! 
Ne zdržim. O NO NO Also, das ertrage ich einfach 
nicht länger. 
P NO NO 
A104 
Y'know? I'm just, 
always afraid one of 
them is gonna catch 
me with the other one. 
Vedno se bojim, 
da me bo eden 
zalotil z drugim. 
O, S NO NO Ständig habe ich Angst, das 
mich einer von den beiden 
mit dem anderen erwischen 
könnte. 
O NO NO 
A105 
It's making me crazy. - O NO NO Das macht mich völlig 
wahnsinnig! 
A YES NO 
  
A106 
Rachel: Well honey, 
then why don't you 
break up with one of 
them? 
Pa pusti enega. O, C YES NO Wieso machst du dann nicht 
mit einen von ihnen Schluss 
Phoebe? 








Počasi! O NO NO Halt, halt, halt! / / / 
A109 
What ah, what 
happened to playing 
the field? 
Kaj pa preizkušanje 
terena? 
O, C NO NO Es hat dir doch Spaß 
gemacht, dicht nicht 
festzulegen. 
P, A YES NO 
A110 
Phoebe: Well, it just, 
it doesn't feel like 
playing anymore, it 
feels like work. 




NO NO Ah, weißt du, es hat völlig 
diesen spielerischen 
Character verloren. 
O, P YES NO 
A111 
It's like I'm working 
in the field. 
kot bi po terenu 
rila. 
O, S YES NO Ich muss mich jetzt immer 
bei der Arbeit erholen, 
versteht ihr? 
P YES NO 
A112 
Rachel: So Pheebs, 
pick one of them. 
Torej izberi enega. O NO NO Dann entscheide dich jetzt für 
einen von beiden. 
O NO NO 
A113 Monica: Yeah.  - O NO NO - O NO NO 
A114 
Which one do you 
like more? 
Kateri ti je bolj 
všeč? 
/ / / Welchen von ihnen magst du 
mehr? 
/ / / 
A115 
Phoebe: Well, Vince 
is great, y'know 
`cause, he's like a guy, 
guy. 
Vince je krasen, 
ker je tipovski tip. 
O NO NO Wahnsinn! Vince ist einfach 
toll, weil er ein richtiger Kerl 
ist. 
A, P YES NO 
A116 Y'know? - O NO NO - O NO NO 
A117 
He's so burly, he's 
sooo very burly.  
Tak korenjak je. 
Tak korenjak je. 
O NO NO Er hat so starke Muskeln. Er 
ist ein richtiger Mann. 
P YES NO 
A118 
Joey: Okay, good, so 
there you go. 
Vidiš?  O, C NO NO Na also, dann ist doch wohl 
alles klar. 
P NO NO 
  
A119 Go with Vince. Vzemi njega. G NO NO Halt dich an Vince. P NO NO 
A120 
Phoebe: Yeah, but 
Jason's really 
sensitive. 
Ampak Jason je 
zelo občutljiv. 
O NO NO Na ja, aber Jason ist so 
verständnisvoll. 
P YES NO 
A121 
Chandler: Well 
sensitive is important, 
pick him. 
To je pomembno, 
izberi njega. 
O, G NO NO Ein guter Character ist 
wichtig. Nimm ihn. 
P YES NO 
A122 Phoebe: Yeah. Ja. / / / Ja. / / / 
A123 
Joey: Oh sure, go 
with the sissy. 
Seveda, kar odloči 
se za revo. 
/ / / Ja, natürlich, das Weichei 
gewinnt immer. 
P YES NO 
A124 
Phoebe: Jason is not a 
sissy! 
Jason ni reva. / / / Jason ist doch kein Weichei. / / / 
A125 
Joey: Oh no-no-no-




O NO NO Nein, nein. Ich meinte 
selbstverständlich Chandler. 
A YES NO 
 
A126 
Ross: Y'know, I have 
dinner plans! 
Veste, dogovorjen 
sem za večerjo. 
G NO NO Hören sie, ich habe heute 
Abend noch etwas Wichtiges 
vor. 
P YES NO 
A127 
Dr. Rhodes: Thank 
you soo much for 
coming on such a 
short notice. 
Hvala, da ste prišli. O YES NO Also ich danke Ihnen 
vielmals, dass Sie meinem 
Ruf so schnell gefolgt sind. 




I've been practicing 
medicine for twenty-
three years, and I'm 
stumped. 
Zdravnik sem že 
triindvajset let, 
pa sem v hudi 
zadregi. 
O, C NO NO Tja, also liebe Kollegen, ich 
praktiziere jetzt immerhin 
schon seit 23 Jahren und weiß 
nicht mehr weiter. 
P NO NO 




Monica: Okay, this is 
the den.  
To je dnevna soba. O, G YES NO Und nun zeig ich euch noch 
das hier! 
P YES NO 
A131 
All right, check this 
out.  
Poglejte.  O, C NO NO Achtung, Leute! P NO NO 
A132 
Lights! (the lights 
turn on automatically, 
but are very bright)  
Luči! / / / Licht! / / / 
A133 Whoa!  - O NO NO Whoa! / / / 
A134 All right.  - O NO NO - O NO NO 
A135 Less lights!  Manj luči!  / / / Bitte etwas dunkler! A NO NO 
A136 Bad lights!  Grde luči! / / / Böses Licht! / / / 
A137 
Lights go away! (they 
dim)  
Luči, stran! / / / Na los, Licht, verschwinde! A NO NO 
A138 
Oh, see you just need 
to find the right 
command. 
Samo pravi ukaz je 
treba najti. 
O NO NO Es ist nur wichtig, genau den 
richtigen Ton zu finden. 
P YES NO 
A139 
Ross: Yes, and the 
dimmer switch. 
In stikalo. O, G YES NO Ja, oder du findest den 
Dimmer. 
/ / / 
A140 Joey: Whoa!  - O NO NO - O NO NO 
A141 
For a rich guy he's 
got, that's a pretty 
small TV. 
Za bogataša ima pa 
majhen televizor. 
G, C NO NO Dafür, dass der Typ so reich 
ist, hat er aber einen kleinen 
Fernseher. 
/ / / 
A142 
Monica: No-no-no, 
that's a video-phone. 
To je videotelefon. O NO NO Nein, nein, das ist das 
Bildtelefon. 
/ / / 
A143 
Monica: But hey guys 
you're not supposed to 
be here, so please, 
do not touch anything. 
Ne bi smeli priti, 
nič se ne dotikajte. 
O, S, 
O 
YES NO Ich hätte euch gar nicht mit 
hierher nehmen dürfen, also 
fasst bitte nichts an, ja? 
/ / / 
A144 
Chandler: (sitting 
down on the couch) I-
kea. this is 
comfortable. 
Ikea, je udobno. / / / Also, nein. Hier ist es ja 






Rachel: This place is 
amazing. 
Osupljiva hiša! G NO NO Diese Wohnung ist ja 
unglaublich! 
P NO NO 
A146 
Phoebe: God, that is 
the nicest kitchen. 
Kako dobra 
kuhinja.  
O NO NO Und die Küche ist ja ganz 
fantastisch. 
P NO NO 
A147 Monica: I know. Res. / / / Finde ich auch. / / / 
A148 Phoebe: No!  - O NO NO - O NO NO 
A149 
But it's the nicest 
kitchen, the 
refrigerator told me to 
have a great day. 
Hladilnik mi je 
zaželel lep dan. 
O, C YES NO Ich habe so was noch nie 
gesehen. Der Kühlschrank hat 
mir ein schönes Wochenende 
gewünscht. 
A, P YES NO 
A150 Joey: Look at this!  - O NO NO - O NO NO 
A151 




/ / / Und hier seht ihr das 
Scheckheft eines Millionärs. 
P NO NO 
A152 
Monica: Joey, put that 
down! 
Odloži. O, C NO NO Leg das bitte weg, Joey. P NO NO 
A153 
Monica: (the phone 
rings) Oh my God!  
- O NO NO Oh, Mann, P NO NO 
A154 It's Pete.  Pete je!  / / / das ist Pete! / / / 
A155 Okay, get out! Vsi ven! O NO NO Na los, versteckt euch! P YES NO 
A156 
How the hell do you 
answer a video-
phone! (steps in front 
of it, and 
automatically 
answers it) 
Kako se javiš na 
videotelefon? 
O YES  NO Er darf euch hier nicht sehen! O, A YES NO 
A157 
Pete: Monica? (the 
gang ducks and hides) 
- O NO NO Monica? / / / 
A158 
Monica: I guess that's 
how. 
Očitno tako. C NO NO Na klar, wenn hast du 
erwartet? 
O, A YES NO 
A159 
Pete: Hey Monica, 
how's it going. 
Monika, kako gre? O NO NO Na, Monica, wie geht es dir? / / / 
  
A160 
Monica: Oh it’s umm, 
good! 
Dobro. O NO NO Ach ja, danke, ganz gut. P NO NO 
A161 
It's umm, it’s good, 




O NO NO Tja, ich kümmere mich hier 
gerade um deine Pflanzen. 
P NO NO 
A162 
Pete: Well don't 
forget that fiches over 
there by Rachel. 
Ne pozabi na fikus 
tam pri Rachel. 
O NO NO Vergiss nur ja nicht das 
Bäumchen da hinter Rachel! 
P NO NO 
A163 Rachel: Ahh... - O NO NO Ahh… / / / 
A164 
Chandler's on the 
couch! 
Chandler je na 
kavču! 
/ / / Chandler liegt da auf der 
Couch. 
/ / / 
A165 
Pete: I see him, you 
guys are just the worst 
hiders ever. 
Vidim ga. 
Obupno slabo ste 
se skrili. 
O, C NO NO Ja, schon gesehen. Ihr könntet 
wirklich nie als Agenten tätig 
sein. 
P YES NO 
A166 All: Hey Pete. - O NO NO Hallo Pete!  / / / 
A167 
Joey: Hi, how ya 
doing? 
- O NO NO - O NO NO 
A168 
Monica: Ahh, Pete, 
the other day when 
you said, you needed 
to talk, umm, just so I 
know, is it good news 
or bad news. 
Rekel si, da morava 
govoriti. 
 
Zanima me le, 
ali gre za dobre ali 
za slabe novice. 
O YES NO Du, Pete, du hast doch 
neulich gesagt, dass du mit 
mir reden willst, und ich 
würde gerne wissen, sind gute 
oder schlechte Nachrichten zu 
erwarten? 
/ / / 
A169 
Pete: Oh, it's good 
news. 
Za dobre, res. O, C NO NO Nur gute Nachrichten,  P NO NO 
A170 
No, it's definitely 
good news 
- O NO NO also mach dir bloß keine 
Sorgen. 
A YES NO 
A171 
Pete: Hold on a 
second, I have another 
call. (clicks his 
remote) 
Počakaj, še en klic 
imam.  
/ / / Warte, ich habe hier einen 
Anruf.  
/ / / 
  
A172 
(to his other call) 
Hey, how's it going? 
Kako gre? O, C NO NO Ja? Was kann ich für Sie tun? O, P NO NO 
A173 
Monica: Oh no-no-no, 
it's still me. 
Še vedno sem jaz. O NO NO Nein, ich bin’s immer noch. 
Hallo Pete! 
A NO NO 
A174 Pete: Ah, no it's not.  Ne, nisi. O NO NO - O NO NO 
A175 
I've got picture-in-
picture here.  
Tu imam sliko v 
sliki. 
/ / / Hier gab es auf einmal einen 
ziemlichen Bildsalat.  
P YES NO 
A176 (to other caller) Yeah.   - O NO NO - O NO NO 
A177 Yeah, okay.  Prav. O NO NO Ja. O NO NO 
A178 
I'm gonna have to call 
you back later. 
Pokličem te nazaj. S NO NO Ich werde später noch mal 
anrufen, ok? 
P NO NO 
A179 (pause) Monica?  Monica?  / / / Monica,  / / / 
A180 You. Ti.  / / / - O NO NO 
A181 
I'm gonna have to call 
you back. 
Pokličem te nazaj. S NO NO ich rufe später noch mal 
zurück. 
P NO NO 
A182 
Monica: Oh, oh, okay 
umm, so I'll see you 
soon. 
Prav, se vidiva. O, S NO NO Ah so, alles klar. Wir sehen 
uns dann nachher. 
/ / / 
A183 
Pete: Okay, I love 
you. 
Ljubim te. O NO NO Ist gut. Ich liebe dich. / / / 
A184 Monica: I love you. Jaz pa tebe. / / / Ich dich auch. / / / 
A185 
All: I love you, love 
you. 
Ljubimo te! O NO NO Wir lieben dich alle auch, 
Pete!  
P NO NO 
A186 
Candler: We love 
you. 
- / / / Sehr sogar! A NO NO 
A187 Monica: Okay.  - O NO NO Alles klar! / / / 
A188 
Well, it's good news.  Torej, dobre novice 
so. 
/ / / Er hat eine gute Nachricht! / / / 
A189 It's good news. -  O NO NO Ein Glück! A YES NO 
A190 
Chandler: So, what do 
you think the good 
news is? 
Kaj misliš, kakšne? O, S, 
C 
YES NO Was er dir wohl sagen will? P NO NO 
  
A191 
Joey: (looking at the 
checkbook) Wow!  
- O NO NO - O NO NO 
A192 Look at this!  - O NO NO Seht euch das an! / / / 
A193 
He wrote a check for 
50,000 dollars to 
Hugo Ligrens Ring 
Design.  




O, G NO NO Er hat einen Scheck über 
50.000 Dollar ausgestellt, und 
zwar für irgend einen Ring-
Designer. 
P YES NO 
A194 
Oh, sorry, what do 





O, C NO NO Oh, entschuldigt. 
Also, was wird er dir sagen 
wollen? 
P NO NO 
A195 Monica: Oh my. -  O NO NO Ach, du meine Güte! / / / 
A196 
Rachel: Monica's 
gonna marry a 
millionaire! 
Monica se bo 
poročila z 
milijonarjem! 
/ / / Monica wird 
Multimillionärin! 
P YES NO 
A197 
Ross: Hey, you gotta 
get Mom on the 
phone.  
Sporoči mami!  O, C NO NO Hey, du must Mom anrufen!  / / / 
A198 
Call Mom!  Pokliči jo po 
telefonu! 
/ / / Du musst sofort Mom 
anrufen!  
A NO NO 
A199 Call Mom!  - O NO NO Nun mach schon Monica! P YES NO 
A200 Pete's Mom: Hello! Prosim? / / / Hi! Hallo? A NO NO 
A201 
Monica: And that's 
Pete's Mom. 
To pa je 
Petova mama. 
/ / / Darf ich vorstellen? Das ist 
Petes Mom. 
A YES NO 
 
A202 
Rachel: Mon you 
definitely have to 
make it a theme 
wedding, and the 
theme could be, 
“Look how much 
money we’ve got!”  
Vsekakor imej 
tematsko poroko. 




O, S NO NO Du solltest die Hochzeitsfeier 
unter ein Motto stellen. Ja, 
also zum Beispiel: Von der 
Köchin zu Multimillionärin. 
P YES NO 
  
A203 
Y'know, I mean you 
could put, you could 
put money in-in the 
invitations!  
Denar lahko dasta 
v povabila. 
O, S  NO NO Ja, und dann könntest du zum 
Beispiel noch Geldscheine in 
die Einladungskarten legen. 
P NO NO 
A204 
You-you could have 
like little money place 
settings.  
Iz njega naredita 
serviete. 
O, C YES NO Und die Tische könnten mit 
Geldplatzdecken dekoriert 
werden. 
P NO NO 
A205 
And ah, you could 
start with a money 
salad!  
Začnita pa z 
denarno solato. 
O YES NO Ja, und als Vorspeise gibt es 
einen Geldmünzensalat. 
P NO NO 
A206 
I mean it’ll be dry, but 
people will like it. 
Res bo suha, 
toda ljudje jo bodo 
imeli radi. 
O, C NO NO Der wird zwar ein bisschen 
trocken, aber die Gäste 
werden absolut begeistert 
sein. 
P NO NO 
A207 
Monica: Would you 
stop? 
Nehaj.  G NO NO Jetzt hört doch bitte auf 
damit. 
P NO NO 
A208 
We’ve only been 
going out a couple of 
weeks, I mean we 
don’t even know if 
he’s gonna propose. 
Hodiva šele nekaj 
tednov. 
 
Morda me ne bo 
zasnubil. 
S, C YES NO Wir sind erst seit ein paar 
Wochen zusammen. Ich weiß 
doch gar nicht ob er mir einen 
Antrag machen wird. 
/ / / 
A209 
Chandler: Yes, but 
this is Pete, okay! 
- O YES NO Ja,  O YES NO 
A210 
He’s not like other 
people. 
Pete, ni kot navadni 
ljudje. 
 
G NO NO aber du bist doch nicht mit 
irgendeinem Mann 
zusammen. 
P YES NO 
A211 
On your first date he 
took you to Rome. 
Za prvi zmenek te 
je peljal v Rim. 
/ / / Bei eurem ersten Rendezvous 
ist er mit dir nach Rom 
geflogen. 
/ / / 
A212 
For most guys that’s 
like a third or fourth 
date kinda thing. 
Večina jih to naredi 
šele pri tretjem, 
četrtem. 
G, C NO NO Andere Männer hätten dich 
erst nach der dritten oder 
P NO NO 
  
vierten Verabredung dazu 
eingeladen. 
A213 
Monica: Well if-if 
that’s what it is, then 
it’s-it’s crazy. 
Če je res to, je to 
noro. 
O NO NO Er macht mir sicher keinen 
Heiratsantrag, das wäre doch 
völlig verrückt. 
P YES NO 
A214 Ross: Monica’s right. Res.  O NO NO Monica hat recht. / / / 
A215 
We’re talking about 
getting married here. 
Tu gre za poroko. O, S, 
G 
NO NO Wir dürfen uns jetzt auf 
keinen Fall zu früh freuen. 
P YES NO 
A216 Okay? - O NO NO - O NO NO 
A217 
She-she can’t just 
rush into this. 
S tem se ne sme 
prenagliti. 
O NO NO Immerhin geht es um ihre 
Zukunft, oder? 
P YES NO 
A218 
Rachel: Oh please, 
what do you know! 
- O YES NO Du kannst überhaupt nicht 
mitreden. 
P NO NO 
A219 
You married a 
lesbian! 
Ti si se poročil z 
lezbijko. 
/ / / Du warst mit einer Lesbe 
verheiratet. 
/ / / 
A220 
Phoebe: All right. I 
gotta go.  
Grem, O, S NO NO Ich gehe jetzt.  O NO NO 
A221 




/ / / Ich muss mit Vince Schluss 
machen. 
/ / / 
A222 
Chandler: Oh, so 
you’re going with the 
teacher, huh? 
Si se odločila za 
vzgojitelja? 
O, S NO NO Dann hast du dich für den 
Erzieher entschieden? 
/ / / 
A223 
Phoebe: Yeah, I like 
Vince a lot, y'know? 
Vince mi je zelo 
všeč, 
 
O NO NO Ja, Vince ist ein ganz toller 
Kerl,  
A YES NO 
A224 
But, it’s just Jason’s 
so sensitive, y'know? 
ampak Jason je 
tako občutljiv. 
O NO NO aber Jason ist irgendwie 
sensibler. 
A YES  NO 
A225 
And in the long run, I 
think sensitive it’s, it's 
better than having just 
like a really, really, 
Mislim, da to na 
koncu 
odtehta res, res 
dobro telo. 
O, G  YES NO Und ich denke, auf lange 
Sicht ist Sensibilität doch 
sehr viel wichtiger als eine 
zugegebenermaßen sehr, sehr 
gute Figur. 
P YES NO 
  
really nice (pause) 
butt. 
A226 
(Her eyes glaze over 
thinking about the 
butt.) Jason! 
Jason,  / / / Jason, ja.  A NO NO 
A227 Definitely Jason! vsekakor Jason! / / / Jason ist der richtige Mann.  P NO NO 
A228 Okay, wish me luck! Zaželite mi srečo! O NO NO Also wünscht mir viel Glück. / / / 
A229 All: Good luck! - O NO NO Viel Glück. / / / 
A230 
Rachel: OH MY 
GOD! (She holds her 
hands up in triumph 
and the gang all look 
at her.)  
- O NO NO Aaa! P NO NO 
A231 
Sorry, I was just 
imagining what it’d 




kako bi bilo ujeti 
šopek denarja. 
S NO NO Entschuldigt, aber ich habe 
mir gerade vorgestellt, dass 
ich das Geld-Bouquet fange. 
/ / / 
 
A232 Phoebe: Excuse me.  Oprostite.  / / / Entschuldigen Sie bitte. / / / 
A233 Umm, is Vince here? Je Vince tu? O NO NO Um, ist Vince da? / / / 
A234 Fireman: Oh sure.  Seveda.  / / / Ja, klar. / / / 
A235 Vince?! Vince! / / / Vince!   / / / 
A236 
Vince: Yo! (slides 
down that pole that 
fire station’s have) 
- O NO NO Ja. / / / 
A237 Phoebe: Wow!  - O NO NO Wow! / / / 
A238 
I didn’t know you 
guys actually used 
those. 
Nisem vedela, da to 
res uporabljate. 
O NO NO Ich dachte immer, dass es nur 
im Film so abläuft. 
P YES NO 
A239 Vince: So, what’s up? Kaj je? O NO NO Ist was passiert? / / / 
A240 Phoebe: Umm, wow.  - O NO NO Tja, / / / 
  
A241 
This-this isn’t gonna 
be easy.  
To ne bo lahko.  O NO NO das ist wirklich nicht leicht 
für mich, Vince.  
P, A NO NO 
A242 
Umm, I don’t think 
we should see each 
other anymore. 
Mislim, 
da se ne bi smela 
več videti. 
O, S NO NO Ich finde, dass wir uns nicht 
mehr treffen sollten, weißt 
du. 
O, A NO NO 
A243 Vince: Uh-huh.  - O NO NO Uh-huh. / / / 
A244 G-good deal. Lepo. G YES NO Aha, ist ja eine tolle Idee. A, P YES NO 
A245 Phoebe: I’m sorry. Žal mi je. / / / Es tut mir leid. / / / 
A246 
Vince: No-no it’s 
okay.  
Že v redu.  O NO NO Nein, ist schon in Ordnung. / / / 
A247 
It’s just that ah, I 
thought we had 
something pretty 
special here.  
Mislil sem le, 
da imava nekaj 
posebnega. 
O NO  NO Ich dachte nur, dass wir beide 
eine ganz besondere 
Beziehung führen würden. 
P YES NO 
A248 
And y'know I-I felt 
like you were 
someone I could 
finally open up to, 
and… (starts choking 
up)  
Mislil sem, da se 
lahko 
ob tebi končno 
odprem. 
O, C YES NO Und ich hatte das Gefühl, 
dass ich die hundert prozentig 
vertrauen könnte. 
P YES NO 
A249 
That there’s so much 
in me I have not 
shared with you yet. 
Toliko stvari bi ti 
še lahko pokazal. 
O, G, 
C 
YES NO Aber es gibt ja noch so vieles, 
was ich dir noch sagen 
wollte. 
P NO NO 
A250 
Phoebe: Oh my God, 
I didn’t… 
Moj bog! O NO NO Ach, du meine Güte, ich 
wusste ja gar nicht… 
/ / / 
A251 
Vince: (starting to 
cry) I’m sorry, I can’t 
talk.  
Oprosti. Ne morem 
govoriti. 
/ / / Sei mir nicht böse. Ich kann 
jetzt nicht reden. 
P NO NO 
A252 
I’m gonna go write in 
my journal.  
Šel bom pisat v 
svoj dnevnik. 
/ / / Ich muss mich meinem 
Tagebuch anvertrauen. 




Počakaj!  O NO NO Warte, Vince! O, A NO NO 
  
A254 Wait! Počakaj! / / / Warte doch! A NO NO 
 
7.1.1.2 Appendix 2: Friends, Season 3, Episode 24, 07:57–18:02 
Marker Source language Slovene subtitles Type Ch. M. Man. German dubbed version Type Ch. M. Man. 
B1 
Rachel: (to Phoebe) 
Well that was 
depressing, I think I 
just bought a soft 
pretzel from one of 
the kids from Fame.  
Grozno. Kupila sem 
presto, 
in to od enega od 
otrok iz Slave. 
C, O, 
G 
NO NO Wie deprimierend. Ich habe 
eben einem Schauspieler aus 
Fame ein Brötchen 
abgekauft.  
/ / / 
B2 
Ready to go to the 
movies? 
Greva v kino? 
 
/ / / Na, was ist? Gehen wir jetzt 
los? 
A NO NO 
B3 Phoebe: Um-hmm.  Ja.  G NO NO Ja.  P NO NO 
B4 Oh wait! - O NO NO Ach, / / / 
B5 This is Bonnie. To je Bonnie.  / / / Rachel, das ist Bonnie. A NO NO 
B6 Bonnie: Hi! - O NO NO Hi! / / / 
B7 
Rachel: This is 
Bonnie?  
To je Bonnie?  / / / Das ist Bonnie? / / / 
B8 This is Bonnie?  To je Bonnie? / / / Sie ist Bonnie? / / / 
B9 You’re Bonnie? Ti si Bonnie? / / / Du bist Bonnie? / / / 
B10 
Bonnie: I can show 
you an ID if you 
want? 
Hočeš videti osebno? S, O NO NO Ich kann dir gern mein 
Ausweis zeigen, wenn du 
möchtest. 
A NO NO 
B11 
Rachel: Oh no, I’m 
sorry, you look a lot 
different from the 
last time I-I saw 
you. 
Ne, oprosti.  
 
Odkar se nisva 
videli, 
si se zelo spremenila. 
O NO NO Nein, danke. Sehr freundlich. 
Nicht nötig. Du hast dich nur 
in den letzten 2 Jahren sehr 
verändert, würde ich sagen. 
A YES NO 
  
B12 
Bonnie: Oh yeah, 
well I just started 
wearing bras again. 
Spet sem začela 
nositi 
modrčke.  
O NO NO Oh ja, richtig. Das ist wahr. 
Ich habe mir angewöhnt 
wieder BHs zu tragen. 
A NO NO 
B13 
Rachel: Oh, that 
must be it. 
Gotovo bo to. O NO NO Ah ja, das wird’s sein. / / / 
B14 
Phoebe: (to Bonnie) 
Well I hope you 
have fun tonight. 
Lepo se imej. 
 
O NO NO Also, dann einen schönen 
Abend noch. 
/ / / 
B15 Bonnie: Thanks!  - O NO NO Ja, danke. A NO NO 
B16 You too. Vedve tudi. / / / Euch auch. / / / 
B17 
Rachel: (to Phoebe) 
You said she was 
bald. 
Rekla si, da je 
plešasta. 
/ / / Sie ist kahlköpfig, ja? P YES NO 
B18 
Phoebe: Yeah, she 
was bald, she’s not 
now. 
Bila je, zdaj pa ni. O, S NO NO Na ja, das war sie mal, aber 
jetzt nicht mehr. 
/ / / 
B19 
Rachel: How could 
you not tell me that 
she has hair? 
Kako si pozabila 
povedati, da ima 
lase? 
C NO NO Wieso hast du nicht gesagt, 
dass sie wieder Haare hat? 
P NO NO 
B20 
Phoebe: I don’t 
know, I hardly ever 
say that about 
people. 
Te stvari komaj 
opazim. 
O, C YES NO Weil ich es nicht wusste und 
ich weiß sonst alles über die 
Menschen. 
A, P YES YES 
B21 
Rachel: Ohh, well, 
this is just perfect! 
Čudovito! O, C YES NO Also, das ist ja wirklich 
grauenvoll! 
P NO NO 
B22 
Phoebe: Well I’m 
sorry, I thought you 
said it was okay. 
Rekla si, da je prav. 
 
O, C YES NO Hör mal, es tut mir leid, aber 
du hast gesagt, dass es ok ist. 
/ / / 
B23 
Rachel: Yeah, I said 
that it was okay 
when I thought she 
Imela  
sem jo za plešasto 
čudakinjo. 
O, G YES NO Ja, es war ja auch ok, solange 
ich dachte, dass er sich mit 
Yul Brynner trifft.  
P YES YES 
  
was some weird bald 
chick. 
B24 
I mean, y'know, that 
girl has got hair 
all over head!  
Mislim, ta punca 
ima lase po vsej 
glavi. 
O NO NO Aber das ist… Und bei dieser 
Frau wachsen die Harre ja in 
Sekundenschnelle. 
A, P YES NO 
B25 
Phoebe: Well, 
maybe it won’t work 
out. 
-  O YES NO Vielleicht kommen die beiden 
ja gar nicht zusammen. 
P YES NO 
B26 
Maybe Ross won’t 
like her personality. 
Morda Rossu ne bo 
všeč njena osebnost. 
/ / / Vielleicht mag ja Ross ihren 
Charakter nicht. 
P NO NO 
B27 
Rachel: Why, does 
she have a bad 
personality? 
Je z njo kaj narobe? O, C NO NO Ist sie ja ein böser Mensch? P NO NO 
B28 
Phoebe: Oh no, 
Bonnie’s the best! 
Ne, Bonnie je zlata!  O, G NO NO Nein, sie ist ein sehr lieber 
Mensch. 
P NO NO 
 




proposal, a real 
homerun. (He goes 
to slap his butt, but 
Chandler slides over 
making him miss.) 
Prebral se tvoj 
osnutek. 
Dobra kombinacija. 
G, G NO NO Ich habe Ihren Vorschlag 
durchgearbeitet, einfach 
fabelhaft! 
P YES NO 
B31 Ooh. - O NO NO Ooh. / / / 
B32 
Barely got ya that 
time, get over here. 
Tokrat sem te le  
oplazil. Pridi sem! 
G NO NO Jetzt habe ich Sie leider 
verfehlt. Sie müssen ein 
bisschen näherkommen. 
P NO NO 
B33 Come on.  - O No NO  Kommen Sie her. / / / 
B34 
Wham! (slaps him 
on the butt) 
- O NO NO Oh, ja! / / / 
B35 Good one.  - O NO NO Treffer! P NO NO 
  
B36 
That was a good 
one.  
Ja, dobro si opravil. C YES NO Das war ein Volltreffer! P YES NO 
B37 
Keep at it team. Kar tako naprej, 
ekipa! 
/ / / Wir müssen alles geben! P YES NO 
B38 
Chandler: What is 
with him? 
Kaj mu je? / / / Was ist los mit dem Mann? / / / 
B39 Phil: With him? Njemu? / / / Hast du es nicht kapiert? P YES NO 
B40 
You’re his favourite, 
you’re his guy! 
Njegov ljubljenec si, 
njegov poba! 
G NO NO Du hast das Rennen 
gewonnen! Du hast das Ziel 
erreicht! 
P YES NO 
B41 
Stevens: We never 
get smacked. 
Naju nikoli ne 
tleskne. 
 
/ / / Wir haben nie einen Klaps 
bekommen. 
P NO NO 
B42 
Chandler: Well, 
that’s not true, he-he 
smacked you once. 
Ni res. Tebe je 
enkrat. 
O, G YES NO Das ist nicht wahr. Du hast 
doch mal einen abgekriegt.   
O YES NO 
B43 
Phil: Not on 
purpose, he 
ricocheted of you 
and got me. 
Ne nalašč. Roka se 
mu je 
odbila od tebe in me 
zadela. 
/ / / Ja, da hat er aber nur deinen 
Hintern mit meinem 
verwechselt. 
P YES NO 
B44 
Stevens: I’m telling 
you, I need some 
smacks.  
Dobiti moram kak 
tlesk.  
 
/ / / Ne, weißt du was? Ich könnte 
ein paar Klapse gebrauchen.  
/ / / 
B45 
I got a kid starting 
Dartmouth in the 
fall. 
Sin bo jeseni začel 
na Dartmouthu. 
C NO NO Mein Sohn würde gern auf 
der Columbia anfangen. 
P YES NO 
B46 
Doug: (coming out 
of his office) 
Dartmouth?  
- O NO NO - O NO NO 
B47 
 Who went to 
Dartmouth? 
Kdo je šel na 
Dartmouth? 
/ / / Was will er den dar? Das 
bringt doch überhaupt nichts. 
P, A YES NO 
B48 Dartmouth sucks.  Zanič je! O NO NO Eine ganz blöde Idee. P YES YES 
  
B49 
Did you go to 
Dartmouth Bing? 
Si ti hodil tja, Bing? G NO NO Waren sie auf der Columbia, 
Bing? 
P YES NO 
B50 Chandler: No sir. Ne, gospod.  / / / Nein, Sir.  / / / 
B51 
Doug: There you 
go. (smacks him on 
the butt) 
Tu imaš. / / / Na das ist auch gut so! P YES NO 
 
B52 
Ross: (walking up 
with this huge tub-o-
popcorn and drink) 
Hey! 
- O NO NO Hey! / / / 
B53 
Monica: God Ross, 
what is that? 
Kaj je to? O NO NO Sag mal Ross, was ist das 
denn? 
/ / / 
B54 






O, G NO NO Na ja, das sind die Ultimate 
Champion-Portionen. 
/ / / 
B55 
Yeah, I saved thirty 
cents, plus I get to 
keep the cup.  
Trideset centov 
prihraniš 
in še kozarec smeš 
obdržati. 
O NO NO Und man spart 30 Cents und 
darf auch noch die Becher 
behalten. 
/ / / 
B56 Yay! - O NO NO - O NO NO 
B57 
Announcer: From 
New York City, 
New York!  
Iz mesta New York,  
 
O NO NO Er kommt aus New York City 
meine Damen und Herren, 
P NO NO 
B58 





nastopa na našem 
prvenstvu. 
G NO NO und steigt zum 1. Mal in den 
Ring, um sich der 
Meisterschaft zu sichern! 
P, A YES NO 
B59 
He’s known for his 
confrontational 
business style.  
Znan je po svojem 
bojevitem 
poslovanju. 
/ / / Er ist ein erfolgreicher 
Geschäftsmann und für einen 
kämpferischen Stil bekannt! 
A YES NO 
  
B60 




Gospe in gospodje,  
Pete Becker! 
/ / / Meine Damen und Herren! 
Begrüßen Sie mit mir jetzt 
Pete Becker! 
P YES NO 
B61 
Monica: I love you, 
Pete!!! 
Pete, ljubim te!  / / / Ich liebe dich, Pete! / / / 
B62 




Njegov nasprotnik je 
iz Huntingtona v 
Kaliforniji. 
O, G NO NO Und sein Gegenspieler 
kommt aus Huntigton Beach, 
Kalifornien! 
/ / / 
B63 
He’s a 300-pound 






/ / / Er bringt 150 Kilo auf die 
Waage, also ein ganz 






Monica: (going up 
to the ring) Pete!  
- O NO NO Em, Pete!  A NO NO 
B65 Pete!!  Pete! / / / Pete! / / / 
B66 
That guy’s pretty 
huge! 
Tega je precej 
skupaj. 
/ / / Der Kerl ist ziemlich Kräftig 
oder? 
/ / / 
B67 
Pete: Don’t worry, 
Hoshi taught me 
how to use an 
opponent’s strength 
and weight against 
him. 




in težo obrniti v 
svojo korist. 
 
O NO NO Nur keine Sorge. Hochi hat 
mir gezeigt welche Tricks 
man für so einen gewichtigen 
braucht.  
P YES NO 
B68 
Ross: Well, then that 
guy is in serious, 
serious trouble. 
Torej jih bo pa grdo 
skupil. 
O NO NO Alles klar! Dann wird der 
Junge aber ganz große 
Schwierigkeiten bekommen, 
was? 
A, P NO NO 
B69 All right!  - O NO NO OK! / / / 
B70 You go get him!  Pokaži mu! C NO NO Dann greif ihn dir, Pete! P  NO NO 
  
B71 Let’s go! - O NO NO Los! / / / 
B72 
Referee: Here we go 
gentlemen, here we 
go!  
Tako, gospoda, tako. C NO NO Gut, der Kampf kann 
beginnen. Es geht los.  
P NO NO 
B73 Are you ready?  Si pripravljen? / / / Und bis du soweit? / / / 
B74 Are you ready? Si pripravljen? / / / Bis du auch soweit? / / / 
B75 Let’s get it on!! Potem pa začnimo! / / / Ok, dann Ring frei! P NO NO 
B76 Pete: Uh-oh. - O NO NO Uh… / / / 
 
B77 Monica: Hey! - O NO NO Hey! / / / 
B78 It’s me.  Jaz sem. / / / Ich bin es. / / / 
B79 Mo-ni-ca!  Mo-ni-ca. / / / Mo-ni-ca. / / / 
B80 
Can I just tell you 
how proud I am of 
you. 
Tako sem ponosna 
nate. 
O NO NO Weiß du, dass ich wirklich 
sehr stolz auf dich bin, Pete? 
P NO NO 
B81 
Pete: It will be nice 
after hearing 20,000 
people chant “You 
suck!” 
To je lepa 
sprememba 
po žvižgih polne 
dvorane. 
S, G NO NO Dann bist du die Einzige. Die 
anderen 20.000 Leute haben 
gebrüllt: „Geh nach Hause!“ 
A, P YES NO 
B82 
Monica: I mean I-I 
thought you were 
nuts at first, but you-
you did it. 
Najprej sem mislila, 
da si 
ubrisan. Pa si to res 
naredil. 
O NO NO Am Anfang dachte ich: „Der 
ist doch verrückt!“ Aber du 
hast es hingekriegt.  
/ / / 
B83 
And now you can 
just look back at this 
thing with no 
regrets. 
Zdaj se lahko na vse 
skupaj ozreš 
brez obžalovanja? 
/ / / Und jetzt kannst du 
zurückblicken, ohne 
irgendetwas zu bedauern. 
/ / / 
B84 
Pete: What, look 
back? 
Ozrem? O NO NO Wieso zurückblicken? / / / 
B85 
Monica: Well, 
you’re not gonna 
keep going are you? 
Saj ne boš 
nadaljeval? 
O, S NO NO Du wirst doch wohl nicht 
weiter machen wollen, oder? 
/ / / 
  
B86 
Pete: Well let me 
ask you a question.  
Nekaj mi povej.  O NO NO Beantworte mir mal eine 
Frage:  
/ / / 
B87 
Am I the Ultimate 
Fighting Champion? 
Sem prvak? G YES NO Bin ich denn bereits der neue 
Champion? 
P NO NO 
B88 Monica: Well, no.  No, ne. / / / Nein, ich glaube nicht. P NO NO 
B89 But... Ampak… / / / Aber… / / / 
B90 
Pete: Well I’m not 
gonna stop until I’m 
the Ultimate 
Fighting Champion. 
Ne bom odnehal, 
dokler ne bom prvak. 
O, G YES NO Ich werde aber nicht aufhören 
bis ich der absolute 
Champion geworden bin. 
P NO NO 
B91 
Monica: That guy 
stood on your neck 
until you passed out! 
Tisti ti je stal za 
vratom, dokler se 
nisi onesvestil. 
G NO NO Der Kerl vorhin hat so lange 
auf deinem Hals gestanden, 
bis du ohnmächtig wurdest.  
/ / / 
B92 
Pete: Let me tell you 
a story.  
- O YES NO Ich werde dir mal was sagen 
Monica.  
P NO NO 
B93 
When I set out to 
create Moss 865, do 
you think it just 
happened 
overnight?  
Misliš, da sem moss 
865 ustvaril kar čez 
noč? 
O, C NO NO Als ich damals angefangen 
habe MOSS 865 zu 
erschaffen, ist mir das auch 
nicht über Nacht gelungen. 
/ / / 
B94 No.  Ne. / / / Oh nein. / / / 
B95 
There was Moss 1, 
that burnt down my 
Dad’s garage, there 
was Moss 2 that 
would only schedule 
appointments in 
January, and 862 
others that I learned 
from, just like I 
learned from this 
fight, never to let a 
Zaradi mossa 1 je 
pogorela očetova 
garaža. 
Moss 3 je znal 
sestanke naročati le 
za januar. 
Bilo je še 862 
drugih, od katerih 
sem se učil. Zdaj 
sem se naučil, da 
nasprotniku ne smem 
C, G NO NO Erstmal gab es MOSS 1. Mit 
dem Ding habe ich die 
Garage meines Vaters 
abgefackelt. 
Und später gab es MOSS 2, 
der immer Verabredungen für 
mich arrangieren wollte.  
Und von den anderen 862 
habe ich nur gelernt, so wie 
ich bei diesem Kampf gelernt 
habe, dass ich es nicht mag, 
P, O YES NO 
  
guy stand on my 
neck. 
pustiti, da mi stopi 
za vrat. 
wenn mir irgendeiner auf 
meinem Hals steht.  
B96 
Monica: You didn’t 
know that already? 
Šele zdaj? / / / Und das musstest du erst 
lernen? 
P NO NO 
B97 
Pete: Look, I’m 
gonna get better. 
Izboljšal se bom. O, S NO NO Hör zu, ich werde mit 
Sicherheit besser.  
P NO NO 
B98 Okay? Prav? / / / - O NO NO 
B99 I promise you. Obljubim. / / / Das kann ich dir versprechen. P NO NO 
B100 
Monica: Okay, just 
get a lot better. 
Ampak zelo se 
izboljšaj. 
O NO NO Na gut. Bitte wird sehr viel 
besser.  
/ / / 
B101  Fast. Hitro. / / / Und zwar schnell. P NO NO 
B102 
Pete: Oh, one other 
thing.  
- O YES NO Ich wollte dir noch was 
sagen. 
P NO NO 
B103 
Hoshi thinks that 
you being ringside 
may have affected 
my concentration. 
Hochi pravi, da si 
slabo vplivala na 
mojo zbranost. 




P NO NO 
B104 Monica: Yeah. Ja,  / / / Ja,  / / / 
B105 
That-that was the 
problem. 
to je bilo vsega 
krivo. 
O NO NO daran lag sicher das Problem. O NO  NO 
 
B106 Monica: Hey. - O NO NO Hi! / / / 
B107 Ross: Hey! - O NO NO Hi! / / / 
B108 
How long until 
Pete’s fight? 
Koliko še do 
Petovega boja? 
/ / / Wann fängt denn Petes 
Kampf an? 
P NO NO 
B109 
Monica: Oh, about 
five minutes.  
Pet minut. O YES NO In ca. 5 Minuten. / / / 
B110 





/ / / Im Moment wird noch sein 
Gegner interviewt. 
/ / / 
B111 
Apparently, he trains 
by going to Iran and 
da za vajo v Iranu 
tatovom puli roke. 
C YES NO Der Typ hat gesagt, dass er 
immer im Ausland trainiert 
P, A YES NO 
  
pulling the arms off 
thieves. 
und bösen Menschen die 
Arme verdreht. 
B112 Ross: Wow. - O NO NO Das ist aber hart. A YES NO 




Štiri, prosim. / / / Ja, 4, bitte. / / / 
B115 I’m really nervous.  Zares živčna sem. / / / Ich bin so nervös. / / / 
B116  Thank you.  Hvala. / / / Danke, Ross. A NO NO 
B117 
Phoebe: So, Ross, 
how umm, how did 
it go with Bonnie? 
Torej, kako je šlo z 
Bonnie? 
O YES NO Du, Ross, wie war’s denn mit 
Bonnie? 
/ / / 
B118 Ross: What?  - O NO NO - O NO NO 
B119 Oh!  - O NO NO Oh! / / / 
B120 
I gotta tell you, I-I 
wasn’t expecting to 
like her at all.  
Sploh nisem 
pričakoval, da mi bo 
všeč.  
 
O, S NO NO Also ich weiß gar nicht wie 
ich sagen soll, aber ich hätte 
niemals gedacht, dass ich sie 
nett finden würde.  
 
P YES NO 
B121 
I mean I actually 
wasn’t expecting to 
like anyone right 
now, but she’s really 
terrific. 
V tej fazi sem mislil, 
da mi ne bo nobena. 
Vendar pa je 
izjemna. 
O, S NO NO Ich dachte, dass ich im 
Moment keine Frau nett 
finden würde, aber Bonnie ist 
wirklich unglaublich. 
P NO NO 
B122 
Phoebe: Ohh, that’s 
too bad! 
Res škoda. O NO NO Ach, das ist aber schade. / / / 
B123 
Ross: No, I-I’m 
saying I liked her. 
Rekel sem, da mi je 
všeč. 
O NO NO Nein, nein. Ich meinte, dass 
ich sie sehr mag! 
/ / / 
B124 
Phoebe: Yeah, 
y'know what, there 
are other fish in the 
sea. 
Ampak v morju so še 
druge ribe. 
O NO NO Es laufen auch noch andere 
nette Frauen rum. 
P YES NO 
  
B125 
Ross: Pheebs, I 
think she’s great.  
Zdi se mi čudovita. O NO NO Phoebe, ich finde sie einfach 
Klasse. 
/ / / 
B126 Okay? - O NO NO - O NO NO 
B127 
We’re going out 
again. 
Še enkrat bova šla 
ven. 
/ / / Und wir werden uns wieder 
treffen. 
/ / / 
B128 
Phoebe: Okay, I 
hear you!  
Saj te slišim. O NO NO Ja, ist gut. Alles verstanden. P NO NO 
B129 
 Are you capable of 
talking about 
anything else? 
Ne moreš obrniti 
plošče? 
/ / / Können wir vielleicht jetzt 
mal das Thema wechseln? 
P NO NO 
B130 Chandler: Hey!  - O NO NO Hey! / / / 
B131 
Which one’s my 
turkey burger? 
Kje je moj puranji 
burger? 
/ / / Wo ist denn mein 
Truthahnburger? 
/ / / 
B132 
Ross: Ahh, the one 
next to my foot.  
Na tleh. O, C NO NO Unter meinem Fuß, damit er 
nicht abhaut.  
A YES NO 
B133 Sorry. Oprosti. / / / Entschuldige.  / / / 
B134 
Joey: (sticking his 
head out the 
window) Hey, the 
fight’s starting! 
Začenja se. O, C NO NO Hey, der Kampf fängt gleich 
an! 
/ / / 
B135 
Ross: Okay, we’ll be 
right in. 
Takoj pridemo. O NO NO Ja, wir kommen gleich rein. / / / 
B136 
So ah, did your boss 
try to slap you again 
today? 
Te je šef še kaj 
tleskal? 
O, C YES NO Eine Frage. Hat dich dein 
Boss heute wieder mal auf 
Hintern gehauen? 




Devetkrat. / / / Oh ja, ganze 90 Mal. P YES YES 
B138 
 Okay, I had to put 
on lotion! 
Prav? Moral sem se 
namazati z losionom. 
/ / / Mein Hintern ist schon völlig 
wund geworden. 
P YES NO 
B139 
But, it’s gonna be 
okay, because as of 
tomorrow I’m 
Vse bo v redu. O, S NO NO Aber das wird sich mit 
Sicherheit ändern, denn ab 
morgen führe ich ein 
P YES NO 
  
conducting an 
experiment, and if 
all goes as planned, 
my butt will be 
smack free. 
Jutri začnem poskus, 
ki bi moral mojo rit 
rešiti tleskanja.  
Experiment durch. Und wenn 
alles klappt, dann wird mein 
Popochen schon sehr bald 
seine Ruhe haben. 
B140 
Joey: (sticking his 
head out the 
window) Fight’s 
over! 





Oprostite, Doug. / / / Entschuldigen Sie bitte, 
Doug. 
/ / / 
B142 
Hey there sports fan! Hej, prijatelj športa! O, G YES NO Halli-hallo, mein lieber 
Sportsfreund! 
P YES NO 
B143 Doug: Bing!  - O NO NO Bing! / / / 
B144 
You got those 
numbers for me? 
Imaš tiste izračune? G, O NO NO Haben sie die Aufstellung 
gemacht? 
P NO NO 
B145 
Chandler: No, I ah, I 
didn’t do them. 
Nisem jih naredil. O YES NO Nein, die habe ich noch nicht 
gemacht. 
A NO NO 
B146 
Doug: Oh, you 
forgot? 
Si pozabil? O NO NO Aha. Haben Sie es vergessen? / / / 
B147 
Chandler: No, no I 
just ah, didn’t do 
them.  
Ne, preprosto nisem 
jih naredil. 
O NO NO Nein, ich habe sie einfach nur 
noch nicht gemacht. 
A YES NO 
B148 
Instead, I ah, hung 
out with a couple of 
friends and had a 
couple of beers so I 
certainly don’t 
deserve any praise, 
verbal or otherwise. 
Raje sem sedel s 
prijatelji in pil pivo. 






NO NO Wissen Sie, ich war gestern 
noch mit ein paar Freunden 
unterwegs und da habe ich 
ein paar Bierchen getrunken. 
Das heißt, dass ich heute kein 
Lob verdient habe. Weder 
verbal noch auf andere Art. 
A, P NO NO 
  
B149 
Doug: Well, I got 
tanked myself last 
night.  
Tudi jaz sem se ga 
nacedil.  
O NO NO Na ja. Tja, ich war gestern 
Abend auch noch unterwegs. 
P YES NO 
B150 
Pretty dicey drive 
home, Tappan Zee 
Bridge never looked 
smaller.  
Težko sem vozil. 




YES NO Die Rückfahrt war nicht 
einfach. Ich wusste gar nicht, 
dass New York so viele 
Brücken hat.  
P YES NO 
B151 
That’s okay, you’re 
still my number one 
guy!  
Nič zato, še si mi 
najljubši. 
C, G YES NO Schon ok. Sie sind nach wie 
vor meine Nummer 1!   
/ / / 
B152 Bing! - O NO NO Bing! / / / 
B153 Chandler: Doug!! Daug! / / / Daug! / / / 
B154 Doug: Hmm. - O NO NO  - O NO NO 
B155 
Chandler: I’m a little 
bit uncomfortable 
with the way you 
express yourself. 
Malo me moti način 
vašega izražanja. 
/ / / Wenn ich ganz ehrlich sein 
soll, da komme ich mit Ihrer 
Art nicht klar. Es ist nicht 
immer leicht Ihnen gegenüber 
zu treten.  
P, A YES NO 
B156 
Doug: Oh, is it the 
swearing? 
Kvantanje?  O, C NO NO Das verstehe ich nicht? P YES NO 
B157 
I mean is it the 
constant swearing?  
Nenehno kvantanje? O, C YES NO Fluche ich denn heute immer 
noch so viel? 
P YES NO 
B158 
Because I gotta tell 
ya, if it is, you can 
just... kiss my ass! 
Ker če je, potem me 
lahko kar poljubiš na 
rit! 
O NO NO Also, wenn es am Fluchen 
liegt, dann sage ich nur eins 
drauf: Sie können mich alle 
mal klar! 
/ / / 
B159 Chandler: No, no. - O NO NO Nein, nein. / / / 
B160 
It-it’s not about the 
swearing, it’s more 
about ah, the way, 
that you ah, 
occasionally, 
Ni kvantanje, prej 





NO NO Es geht mir gar nicht so ums 
Fluchen. Es geht mir 
eigentlich viel mehr um Ihre 
Art Ihre gute Laune 
auszudrücken, weil sie sich 
P, A YES YES 
  
concentrate, your 
enthusiasm on my 
buttock. 
osredotočite na mojo 
zadnjico. 
dann ausdauernd so auf 
meinen Hintern 
konzentrieren. 
Das verunsichert mich, 
müssen Sie wissen. 
B161 Doug: Oh? - O NO NO Oh. / / / 
B162 
Chandler: Oh, and 
don’t get me wrong, 
I appreciate the 
sentiment.  




YES NO Sie dürfen das nicht falsch 
verstehen. Ich weiß Ihre 
Geste sehr zu schätzen, nur…  
P NO NO 
B163 
It’s just that I, I have 
a rather sensitive 
posterior, and ah, 
besides, it’s making 
all the other guys 
jealous. 
toda spodaj sem zelo 




YES NO Tja, wissen sie, ich hab einen 
sehr, sehr, sehr sensibles 
Hinterteil. Und außerdem 
sind die lieben Kollegen 
schon ganz eifersüchtig 
geworden.  
P NO NO 
B164 
Doug: Well, say no 
more.  
- O YES NO Tja. Sie brauchen jetzt gar 
nicht mehr zu sagen.  
A NO NO 
B165 
Y'know it takes guts 
to bring this up. 
Treba je jajc, da 
človek omeni kaj 
takega. 
/ / / Es war sicher nicht leicht 
damit rauszurücken. 
P YES NO 
B166 Bing!  Bing,  / / / Bing, / / / 
B167 You’re okay. Dogovorjena sva. / / / Sie gefallen mir. / / / 
B168 Chandler: Okay.  - O NO NO Danke schön. P NO NO 
B169 Doug: Ha! - O NO NO Ha! / / / 
B170 Chandler: Ahhhhh!  - O NO NO - O NO NO 
 
B171 Phoebe: Okay. - O NO NO Also. / / / 
B172 
Would you rather 
live in the shirt 
pocket of a sweaty 
Bi raje živela v 
srajčnem žepu 
potnega velikana ali 
S NO NO Was wäre dir eigentlich 
lieber? In der Hosentasche 
eines Riesen zu wohnen oder 
in seinem Waschbecken? 
P NO NO 
  
giant, or inside his 
shower drain? 
v odtoku njegove 
prhe? 
B173 
Rachel: (seeing Ross 
and Bonnie inside 
Central Perk) Oh 
my God!  
Moj bog. / / / Ach, du meine Güte. / / / 
B174 
Phoebe look, it’s 
Ross and that girl. 
Poglej. Ross in tista 
punca. 
O NO NO Phoebe, da sitzt Ross mit 
dieser Frau. 
A NO NO 
B175 Phoebe: No! - O NO NO - O NO NO 
B176 No!  - O NO NO - O NO NO 
B177  Look at that!  Poglej to! / / / Nun sieh dir das an, Rachel! P, A NO NO 
B178 It’s a line of ants!  Vrsta mravelj! / / / Eine Ameisenkolonne! / / / 
B179 
They’re working as 
a team! 
Odkrile so skupinsko 
delo! 
G NO NO Und wie sie alle 
zusammenarbeiten! 
/ / / 
B180 Rachel: Phoebe! - O NO NO Phoebe! / / / 
B181 
Phoebe: (looking in 
the window) Right, 
oh yeah.  
Pa res. O NO NO O, da sind ja Ross und 
Bonnie. 
P NO NO 
B182 
Wow, oh, it looks 
like Ross is breaking 
up with her. 
Videti je, da jo bo 
Ross pustil. 
O NO NO Oje, oje. Er scheint mit der 
armen Bonnie Schluss zu 
machen. 
A, P YES YES 
B183 
Uff, I hope he lets 
her down easy.  
Upam, da obzirno.  O, G YES NO O man, das wird für sie ganz 
schon hart sein. 
P YES YES 
B184 Let’s go. Greva. / / / Sie tut mir richtig leid. A YES YES 
B185 
Rachel: Come on 
Phoebe, look at that! 
Poglej,  O YES NO Red keinen Quatsch! P NO NO 
B186 
They are not 
breaking up, look at 
them.  
to ni nobeno slovo! 
Poglej ju. 
S, G NO NO Die beiden verstehen sich 
prächtig. Sie dir das doch mal 
an. 
P YES NO 
B187 
Okay that’s, you 
know what that is? 
- O YES NO - O NO NO 
  
B188 
That is a, that is a 
second date, that’s 
what that is!  
To je drugi zmenek, 
nič drugega. 
O, G YES NO Das ist schon das 2. 
Rendezvous, das ist ja 
wirklich die Höhe! 
P YES NO 
B189 
Look at that, she just 
put her hand on his 
thigh... 
Poglej to. Roko mu 
je položila na stegno. 
/ / / Sie mal, sie legt ihre Hand 
auf seinen Schenkel.  
/ / / 
B190 Phoebe: Oh no!  - O NO NO Ach,  / / / 
B191 
That really is 
nothing, she 
is very sexually 
aggressive. 
To ni nič. Spolno je 
zelo agresivna. 
O NO NO das hat überhaupt nichts zu 
sagen. In sexueller Hinsicht 
ist sie wirklich sehr eigen. 
P NO NO 
B192 Rachel: Ohh! - O NO NO Ach,  / / / 
B193 
Phoebe, this is all 
your fault!  
Vsega si ti kriva! O NO NO Phoebe, diesen Mist hast du 
mir eingebrockt! 
P NO NO 
B194 
Now he loves her, 
he’s gonna marry 
her, and this is all 
your fault. 
Ljubi jo, poročila se 
bosta, vsega pa si 
kriva ti! 
O NO NO Vielleicht wird er die kleine 
Bonnie heiraten! Und das 
habe ich alles nur dir zu 
verdanken. 
O, P YES NO 
B195 
Phoebe: You said it 
was okay! 
Rekla si, da ti je 
prav! 
/ / / Du hast gesagt, dass es ok ist! / / / 
B196 
Rachel: You said 
she was bald! 
Ti pa si rekla, da je 
plešasta! 
/ / / Und du hast gesagt, dass sie 
eine Glatze hat, meine 
teuerste.  
A YES NO 




Bila, bila, bila! O NO NO Woher sollte ich denn wissen, 
dass sie sich inzwischen die 
Haare wachsen lässt? Sie 
könnte sich eine Glatze… 
A YES YES 
B199 
Rachel: Phoebe, we 
can’t, we just can’t 
just let it happen!  
Tega ne smeva 
pustiti,  
O, S YES NO Halt doch endlich sie Klappe, 
Phoebe!  
O, A YES YES 
  
B200 
Okay, we have to do 
something! 
- O YES NO Wir müssen jetzt irgendetwas 
unternehmen. 
/ / / 
B201 
We have to break 
them up!  
morava ju spraviti 
narazen. 
/ / / Du musst die beiden 
auseinanderbringen, hast du 
verstanden? 
P, A YES NO 
B202 Okay? - O NO NO - O NO NO 
B203 
Just go in there and 
like, shave her 
head!  
Pojdi in ji obrij 
glavo! 
O NO NO Los, gehe da sofort rein und 
rasiere ihr den Schädel! 
/ / / 
B204 
You owe me one 
bald girl! 
Dolguješ mi eno 
plešasto! 
G NO NO Du schuldest mir noch eine 
kahlköpfige Frau! 
/ / / 
B205 
Phoebe: Okay, first 
of all, breathe. 
Prvič, dihaj. / / / Also, erstens, ruhig 
durchatmen. 
/ / / 
B206 
Second of all, I 
don’t get it. 
Drugič, ne razumem.  / / / Ja, und zweitens, verstehe ich 
dich nicht.  
P NO NO 
B207 
Aren’t you the one 
that decided that you 
didn’t want to be 
with Ross? 
Ti si se odločila, da 
nočeš biti z Rossom. 
O NO NO Hey, Rachel, du warst doch 
diejenige, die mit Ross 
Schluss gemacht hat. 
P NO NO 
B208 Rachel: Yes. - O YES NO Ja.  / / / 
B209 
Phoebe: Well isn’t 
he your friend?  
Ni tvoj prijatelj? O, S NO NO Er ist doch ein guter Freund.  P NO NO 
B210 
Don’t you want him 
to be happy? 
Nočeš, da bi bil 
srečen? 
/ / / Soll er denn nie mehr 
glücklich werden? 
P YES NO 
B211 Rachel: Yes. Hočem. G NO NO Doch schon. / / / 
B212 Phoebe: So? Torej? / / / Na, also? / / / 
B213 
Rachel: I just 
y'know, I didn’t 
expect him to be this 
happy so soon. 
Ampak nisem 
pričakovala, da bo 
tako srečen že zdaj. 
O YES NO Ja natürlich soll er glücklich 
werden, aber ich hab einfach 
nicht erwartet, dass das so 
schnell passiert.  
A YES NO 
B214 
Phoebe: (sits down 
on te curb next to 
Oh, ne. / / / Oh, nein! / / / 
  
her and hugs her) 
Oh no. 
B215 Rachel: What? - O YES NO Was ist? / / / 
B216 
Phoebe: Oh, we 
killed them all. 
Vse sva jih pobili. O NO NO Jetzt haben wir sie ermordet.  O NO NO 
B217 Rachel: Oh! - O NO NO Oh! / / / 
 
7.1.1.3 Appendix 3: Friends, Season3, Episode 25, 04:30–14:33 
Marker Source language Slovene subtitles Type Ch. M. Man. German dubbed version Type Ch. M. Man. 
C1 Ross: Go, go, go! Hitro! O NO NO Los, los, los. / / / 
C2 
Rachel: Oh yeah, now 
everybody wants to be 
under this hat! 
Zdaj pa bi vsi radi 
pod klobuk! 
O NO NO Auf einmal mögt ihr meinen 
Hut, was? 
P NO NO 
C3 Phoebe: Oy! - O NO NO Oy. / / / 
C4 
Monica: What’s with 
all this sand? 
Od kod pa pesek? O NO NO Warum liegt hier so viel 
Sand? 
P NO NO 
C5 
Phoebe: Oh, yeah, Bob 
said there might be 
flood damage. 
Bob je rekel, da jo 
je morda 
poplavilo. 
O, C NO NO Na ja, Bob wollte auf diese 
Weise Flutschäden 
verhindern. 
P YES NO 
C6 
Ross: Yeah, either 
that, or he has a really 
big cat. 
Ali pa ima res 
velikega mačka. 
O NO NO Tja, oder er hat eine 
megagroße Katze. 
/ / / 
 
C7 
Phoebe Sr: Well, yes, 
it’s kind’ve an unusual 
house. 
Hiša je precej 
nenavadna. 
O NO NO Oh, ja, es ist ein sehr 
extravagantes Haus. 
P YES NO 
C8 
It has umm, three 
beautiful bedrooms 
and ah, no baths.  
Tri spalnice ima in 
nobene kopalnice.  
O, G NO NO Es hat drei wunderschöne 
Schlafzimmer und kein Bad. 
O NO NO 
  
C9 
But y'know, the ocean 
is right there. 
Toda morje je 
takoj zraven. 
O, G NO NO Aber das Meer liegt ja vor der 
Tür, gleich da drüben. 
P YES NO 
C10 Yeah, well… - O NO NO Ja, ja. Wissen Sie… / / / 
C11 
Phoebe: (at the door) 
Knock, knock, knock. 
Tok, tok. O NO NO Hallo, hallo, guten Tag! P NO NO 
C12 
Phoebe Sr: (on phone) 
Ah, oh, hang on a 
second.  
Samo trenutek.  O NO NO Moment bitte, bleiben Sie 
dran.  
 
P NO NO 
C13  Come in, come in. Naprej. O NO NO Kommen Sie ruhig rein. P NO NO 
C14 
All right, so think 
about it, and call me 
back.  
Premislite in me 
pokličite. 
O, C NO NO Denken Sie darüber nach. Ich 
rufe später zurück. 
P NO NO 
C15 
Phoebe: Are you ah, 
Phoebe Abbott? 
 Ste vi Phoebe 
Abbott? 
O NO NO Sind Sie Phoebe Abbott? O NO NO 
C16 Phoebe Sr: Ahh, yes. - O NO NO Ja. O NO NO 
C17 
Phoebe: Hi Phoebe 
Abott, I’m your best 
friend's daughter! 
Presenečenje, jaz 
sem hči vaše 
najboljše 
prijateljice. 
C YES NO Überraschung, Phoebe 
Abbott! Ich bin die Tochter 
Ihrer besten Freunde! 
A, P YES NO 
C18 
Phoebe Sr: You’re 
Irwin’s daughter?! 
Irwinova hči?  / / / Sind sie die Tochter der 
Irwins? 
P YES NO 
C19 
Phoebe: No, I-I mean 





O YES NO Nein, nein. Genauer 
ausgedrückt bin ich die 
Tochter Ihrer besten 
Freundin. Hier, bitte. 
P NO NO 
C20 
Lily, from high 
school.  
Lily, srednja šola. O NO NO Lilly von der High-School. / / / 
C21 Remember? Se spomnite? / / / Erinnern Sie sich? / / / 
C22 
Phoebe Sr: Oh gosh, 
Lily, yes. 
Bog,  O NO NO O, ja, Lily.  / / / 
  
C23 
Of course I remember 
Lily. I...  
seveda se 
spomnim Lily. 
O NO NO Natürlich erinnere ich mich 
an meine beste Freundin. 
Ich… 
P YES NO 
C24 
Then you must be? Torej moraš ti 
biti… 
/ / / Dann müssen Sie doch 
aber… 
/ / / 
C25 
Phoebe: (points to 
herself) Phoebe. 
Phoebe,  / / / Phoebe. / / / 
C26 Phoebe. Phoebe. / / / Phoebe. / / / 
C27 Phoebe, yeah. - O NO NO Phoebe, heiße ich. A NO NO 
C28 
She named me after 
you I guess. 
Očitno me je 
poimenovala po 
vas. 
/ / / Sie hat mich nach Ihnen 
benannt, würde ich sagen. 
/ / / 
C29 Phoebe Sr: Uh-huh.  - O NO NO Ja, ja. A NO NO 
C30 Wow!  - O NO NO Wahnsinn, ist doch verrückt! A YES NO 
C31 Well, look! Glej,  O NO NO Sehen Sie das?  / / / 
C32 There’s Frank. Frank! O NO NO Das da ist Frank. / / / 
C33 Phoebe: Yes! Ja, ja! / / / Ja. / / / 
C34 Yes! - O NO NO Ja. / / / 
C35 Yes! - O NO NO Genau. / / / 
C36 Yes! - O NO NO - O NO NO 
C37 
That’s my Dad, that’s 
Frank! 
To je moj oče, to 
je Frank! 
/ / / Das ist mein Vater, das ist 
Frank! 
/ / / 
C38 Yeah! - O NO NO Ja! / / / 
C39 
I’m sorry I’m getting 
all flingy. 
Oprosti, da me 
tako privzdiguje. 
/ / / Entschuldigen Sie mir, ich 
bin völlig aufgedreht. 
/ / / 
C40 
Phoebe Sr: Take it 
easy—if you want, 
there’s cookies on the 
counter, or, or 
sangria!  
Le počasi. Tam so 
keksi. Ali pa 
sangria.  
O NO NO Ist in Ordnung. Nur nicht 
aufregen. In dem 
Porzellanhund sind Kekse, 
wenn sie wollen? Oder wie 
wäre es mit Sangria?  
A, P YES NO 
C41 
 I can make sangria! Naredim lahko 
sangrio. 
/ / / Ich habe auch noch Sangria! P NO NO 
  
C42 Phoebe: No-no, sorry.  - O NO No Nein, nein, vielen Dank.  / / / 
C43 
Cookies are good, 
thanks. 
Keksi bodo dobri, 
hvala. 
/ / / Kekse sind schon in Ordnung. / / / 
C44 Phoebe Sr: Oh. - O NO NO Oh. / / / 
C45 
Phoebe: (goes and gets 
some cookies) Well, 
so, umm, anyway 
umm, I’ve been, I’ve 
been looking for my 
Father, and umm, have 
you heard from him, or 
seen him? 
No, že dolgo 
iščem svojega 
očeta. Ste ga kaj 
videli, se vam je 
kaj oglasil? 
O YES NO Also, die Sache ist die: Ich 
bin auf der Suche nach 
meinem Vater, und…haben 
sie vielleicht irgendwas von 
ihm gehört Phoebe? 
P NO NO 
C46 
Phoebe Sr: Oh no, I-
I’m sorry, I guess we 
lost track of everybody 
after high school. 
Ne, po srednji šoli 
smo se oddaljili. 
O, C YES NO Nein, nein. Es tut mir leid. 
Nach der High-School habe 
ich eigentlich alle aus den 
Augen verloren. 




Prav. O NO NO Ach, so. Ich verstehe. / / / 
C48 
Well, so tell me 
everything about my 
parents.  
No, povejte mi vse 
o mojih starših.  
/ / / Ich, ich möchte gern alles 
über meine Eltern wissen,  
P NO NO 
C49  Everything. Vse. / / / einfach alles. / / / 
C50 Phoebe Sr: Ohh, well. - O NO NO Das kann ich verstehen. P YES NO 
C51 
Y'know we were 
always together; in 
fact, they had a 
nickname for the three 
of us. 
Vedno smo tičali 
skupaj. Drugi 
otroci so nam dali 
vzdevek. 
O, G YES NO Also, wir drei waren ständig 
zusammen. Die anderen 
haben sich sogar einen 
Spitznamen für uns 
ausgedacht.  
/ / / 
C52 Phoebe: Oh, what?  - O NO NO Ja? / / / 
C53 What was it? Kakšen pa? / / / Was für einen Spitznamen? P NO NO 
C54 
Phoebe Sr: The three 
losers. 
Tri zgube. / / / Die drei Nieten. / / / 
  
C55 Oh, poor Lily.  Uboga Lily. O NO NO Ach, die arme Lily. / / / 
C56 
Ohh, y'know I-I heard 
about what happened, 
that must have been 
just terrible for you, 
losing your mother 
that way. 
Slišala sem. 





YES NO Oh je…Ich hab gehört, was 
passiert ist. Das muss ein 
Schock für Sie gewesen sein, 
Phoebe. Auf diese Art seine 
Mutter zu verlieren. 
/ / / 
C57 
Phoebe: (happily) 
Yeah, no, it was great. 
Ja, no, bilo je 
krasno. 
/ / / Oh, ja, es war einfach 
großartig. 
/ / / 
 
C58 
Joey: (getting an idea) 
Hey, y'know what a 
really good rainy-day 
game is? 
Dobro igro za 
deževne dni 
poznam. 
/ / / Hey, wisst ihr, was man an so 
einem Regentag spielen 
sollte? 
P NO NO 
C59 Monica: What?! - O YES NO Was denn? / / / 
C60 
Joey: I mean naked 
game.  
Nago igro. O NO NO Ein hübsches Nacktspiel. P NO NO 
C61 
Strip poker, we should 
totally play strip 
poker. 
Poker s slačenjem. 
Igrajmo ga. 
G, C NO NO Strip-Poker, ich finde, dass 
wir alle Strip-Poker spielen 
sollten. 
/ / / 
C62 All: No, no! - O NO NO Nein, Joey. A NO NO 
C63 
Monica: What, are you 
crazy?! 
Si nor? O NO NO Spinnst du, Joey?  A NO NO 
C64 Rachel: No way! - O NO NO Auf keinen Fall! / / / 
C65 Joey: Come on! - O NO NO Wieso denn? / / / 
C66 
When you go away, 
you-you have to play, 
it’s like a law! 
Ko kam greš, ga 
moraš igrati. To je 
zakon. 
O YES NO Wenn man verreist, muss 
man auch was spielen. Das ist 
ein Gesetz. 
P YES NO 
C67 
Rachel: (to Monica) 
All done! 
Končano. / / / So, fertig. / / / 
C68 
Monica: Aww, thank 
you. 
- O NO NO Ok, danke. / / / 
  
C69 
Rachel: Okay, who’s 
next?! 
Kdo je naslednji? O NO NO Alles klar. Wer ist der 
Nächste? 
/ / / 
C70 Ross: No-o-o!  Ne. / / / Oh, nein. / / / 
C71 No way! Nikakor! / / / Das kannst du vergessen. P NO NO 
C72 
Rachel: Come on, 
please?!  
Prosim,  O NO NO Ach, bitte, bitte, Ross.  P, A NO NO 
C73 I’m boredddd! dolgčas mi je. / / / Ich langweile mich hier so. / / / 
C74 
You let me do it once 
before. 
Enkrat si mi že 
pustil. 
/ / / Ich hab das doch schon mal 
bei dir gemacht. 
P NO NO 
C75 
Ross: Yeah well, if ah, 
if that’s the rule this 
weekend...  
Če je to geslo tega 
konca tedna… 
O NO NO Ja, aber an diesem 
Wochenende muss ich dir 
leider eine Absage erteilen. 
P YES NO 
C76 No! - O NO NO Nein! / / / 
C77 Rachel: Yes!  - O NO NO - O NO NO 
C78 Ross: Get away! Beži stran. / / / Setz dich wieder hin! P NO NO 
C79 Rachel: Just once! Samo enega. / / / Hab dich nicht so! P NO NO 
C80 Ross: Stay away. - O NO NO Los, verschwinde! P NO NO 
C81 
Rachel: Take it like a 
man, Ross! 
Zdrži po moško. / / / Nimm es wie ein Mann! / / / 
C82 Ross: No! - O NO NO Nein!  / / / 
C83 No! - O NO NO Las mich in Ruhe! A YES NO 
C84 Rachel: Oh, come on! - O NO NO Halt! P NO NO 
C85 Chandler: Big bullies! Velika telebana! / / / Ihr blöden Rüpel! / / / 
C86 Ross: Ow!  - O NO NO Oh! / / / 
C87 Ow!  - O NO NO Ow. / / / 
C88 
Oh, no-no-no! - O NO NO Nimmst du wohl die Finger 
weg? Ich bin ein anständiger 
Junge. 
A YES YES 
C89 
Phoebe: (entering) Oh, 
hey! 
- O NO NO Hi! / / / 
C90 Chandler: Hey! - O NO NO Hi, Phoebe! A NO NO 
C91 Ross: Hey! - O NO NO Hi! / / / 
  
C92 
Phoebe: Oh, so, how 
are we doing? 
Kako gre? O, C YES NO Und? Wie ist die Stimmung? P NO NO 
C93 
Chandler: Bored and 
bored! 
Dolgčas nam je in 
pa dolgčas nam je. 
/ / / Es wird immer langweiliger. P NO NO 
C94 
Joey: Hey, you know 
what naked card game 
is never boring? 
Veš, katera naga 
igra s kartami ni 
dolgočasna? 
O NO NO Hey, soll ich euch einen 
kleinen Vorschlag machen? 
P YES NO 
C95 All: Noo! Ne! / / / Nein, Joey! A NO NO 
C96 
Monica: (to Phoebe) 
So what’s Phoebe 
like? 
Kakšna je Phoebe? O NO NO Und? Wie ist Phoebe nun? / / / 
C97 
Phoebe: I’m kind, 
caring, and sweet.  
Prijazna sem, 
sočutna in ljubka.  
/ / / Na ja, ich bin nett und 
einfühlsam,  
P NO NO 
C98 What’s Monica like? Kaj pa Monica? / / / und wie ist Monica? / / / 
C99 
Monica: Ah no, the 
other Phoebe, the one 
you went to go see. 
Druga Phoebe, h 
kateri si šla. 
O, S NO NO Ich wollte wissen, wie die 
andere Phoebe ist, die du 
vorhin besucht hast. 
/ / / 
C100 
Phoebe: Oh, I think 
she knows where my 
Dad is. 
Mislim, da ve, kje 
je moj oče. 
O NO NO Ach, so. Sie weiß ganz sicher, 
wo mein Vater ist. 
P NO NO 
C101 Joey: What? - O NO NO Was? / / / 
C102 Ross: Cool. - O NO NO Cool.  / / / 
C103 Rachel: Really? - O YES NO Meinst du wirklich? / / / 
C104 
Monica: Oh, well, 
where is he?! 
Kje pa je? O NO NO Und wo ist er? / / / 
C105 
Phoebe: She was 
acting, she was 
pretending like she 
hasn’t heard from him 
in years, but I found 
this picture on her 
fridge, and look! 
Delala se je, da že 
dolgo nima stikov 
z njim, toda na 
hladilniku sem 
našla to sliko.  
O, C NO NO Sie hat getan, als wenn sie 
schon Jahre nichts mehr von 
ihm gehört hätte, aber ich 
habe dieses Foto hier bei ihr 
gefunden. 
O, P NO NO 
  
C106 
Isn’t this what he 
would look like now? 
Ne bi bil zdaj tak? / / / So konnte er doch heute 
aussehen, oder? 






/ / / Du hast Ähnlichkeit mit ihm, 
Phoebe. 
P NO NO 
C108 Rachel: Oh, yeah. Pa ja. / / / Oh, ja. / / / 
C109 The Guys: Yeah! - O NO NO Stimmt, genau. P NO NO 
C110 
Monica: Well, why 
would she lie to you? 
Zakaj laže? O, C YES NO Ja, aber wieso sollte sie dich 
anlügen? 
/ / / 
C111 
Phoebe: I don’t know, 
but we’re having 
dinner tomorrow night, 
so I figured, she’s 
gonna tell me then.  
Morda bo 
povedala jutri, ko 
greva na večerjo. 
O, C, 
S 
YES NO Weiß ich nicht, aber morgen 
essen wir zusammen, dann 
wird sie vielleicht sagen wo 
der gute Mann ist. 
  
P NO NO 
C112 
Y'know maybe she 
just wanted to give 
him time to buy me 
presents, I don’t 
know!  
Morda mi hoče 
prej kupiti darila. 
Ne vem. 
O, C YES NO Vielleicht wollte sie ihm auch 
nur ein bisschen Zeit geben, 
um mir Geschenke zu kaufen. 
/ / / 
C113 
So, you’re all bored? Torej, vsi se 
dolgočasite? 
/ / / Langweilt ihr euch immer 
noch? 
P NO NO 
C114 All: Oh! - O NO NO Oh. / / / 
C115 Chandler: Yes! - O NO NO Ja. / / / 
C116 
Phoebe: All right, I’m 
gonna close my eyes 
and point to someone, 
and you, whoever I 
point to, has to come 
up with something fun 
for us to do, and 
we have to do it. 
Zaprla bom oči, 
pokazala na 
nekoga, ta se bo 
spomnil neko 
zabavno stvar, ki 
jo moramo početi. 
O, C YES NO Ok, ich werde jetzt die Augen 
zu machen und auf jemanden 
zeigen. Und derjenige muss 
dann was Lustiges 
vorschlagen und sagen was 
wir tun sollen. 
Einverstanden? 
A NO NO 
C117 Joey: Okay, all right. Prav! O NO NO Ok, los. / / / 
C118 Phoebe: Okay. - O NO NO Ist gut. / / / 
  
C119 Joey: Fan out!  Razkropite se! / / / Stellt euch in Halbkreis auf. A YES NO 
C120 Fan out! - O NO NO - O NO NO 
C121 Phoebe: Okay. Prav. / / / Los geht’s. P NO NO 
C122 
Ooh, y'know we could 
just do this. 
Lahko bi počeli 
kar to. 
O NO NO Oh, das könnten wir auch 
machen, das ist lustig. 
A NO NO 
C123 
Chandler: Okay, umm, 
we all have to play 
strip poker. 




NO NO Na gut. Wir werden Strip-
Poker spielen. 
/ / / 
C124 
Joey: (jumping in 
triumph) OH YES! 
- O YES NO Au, ja! / / / 
 
C125 




/ / / Ein Stip-Happy-Days Spiel? / / / 
C126 
Joey: Yeah, well, I 
couldn’t find any 
cards, so it was either 
this or Strip Bag Of 
Old Knitting Stuff. 
Kart ni. Ostane to 





NO NO Na ja. Ich hab keine Karten 
gefunden und darum müssen 
wir uns mit dem zufrieden 
geben was wir hier haben. 
P YES NO 
C127 
Ross: Okay, (reading 
the card) Fonzy gives 
you two thumbs up, 
collect two cool 
points. 
Fonzie ti dvakrat 
pokaže bravo. 
Dobiš dve frajerski 
točki. 
O, C NO NO Okay. Fonzie zeigt mit zwei 
Fingern nach oben. Das 
bedeutet, dass du 2 coole 
Punkte erhältst. 
/ / / 
C128 Yeah. - O NO NO Aha. / / / 
C129 
Phoebe: Well, if you 
get five cool points, 
you get to make 
somebody take off one 
item of clothing.  
S petimi točkami 
smete izbrati, kdo 
se bo slačil. 
O, G, 
C 
YES NO Und wenn man 5 coole 
Punkte hat, darf man von 
einem andern verlangen, 
irgendwas auszuziehen. 
/ / / 
C130 
 It hasn’t happened 
yet, but we’re all very 
excited. 
To se še n zgodilo, 
vendar se zelo 
veselimo. 
/ / / Das ist zwar noch nicht 
passiert, aber wir sind sehr 
aufgeregt. 
/ / / 
  
C131 Ross: Okay, come on! - O  NO NO Also, hör zu, liebe Würfel. A YES NO 
C132 
Daddy needs a new 
pair of electromagnetic 





mikroskop za naš 
oddelek.  
G YES NO Daddy braucht neuen 
Elekton-Mikroskop für die 
Prähistorische-Forensische 
Abteilung. 
/ / / 
C133 Okay.  - O NO NO Okay. / / / 
C134 
Take Pinky Tuscadero 
up to Inspiration Point, 





Vzemi tri frajerske 
točke! 
O YES NO Also, rücke mit dem Pinky 
Tuscadero bis zum 
Eingebungsfeld vor und du 
erhältst 3 coole Punkte.  
/ / / 
C135 Yeah!  - O NO NO Yeah!  / / / 
C136 
Which gives me five, 
and let’s see who is 
gonna lose their 
clothes.  
Torej jih imam 
pet. Kdo bo ob 
obleko? 
O, C NO NO Und nun habe ich 5 Punkte 
zusammen und nun werde ich 
mal überlegen wer ablegen 
darf. 
/ / / 
C137 
Ummmm, I think I 
pick our strip poker 
sponsor Mr. Joey 
Tribianni. 
Izbral bom našega 
sponzorja, g. 
Joeyja Tribbianija. 
O, G YES NO Em, also meine Wahl ist auf 
unseren Strip-Poker-Sponsor, 
Mr. Joey Tribbiani gefallen. 




- O NO NO Ja! Woo-hu! / / / 
C139 Joey: All right, relax.  Pomirite se,  O NO NO Ganz ruhig, Leute! P NO NO 
C140 
 It’s just a shoe. saj je samo čevelj. / / / Ganz ruhig. Ich ziehe nur 
einen Schuh aus. 
A, P NO NO 
C141 All: Wooooo! - O NO NO Ooo! / / / 
 
C142 
Rachel: (reading a 
card) Okay, your band 
is playing at Arnold’s, 
Tvoj ansambel 
igra v Arnoldu. Tri 
frajerske točke. 
O NO NO Ok, deine Band spielt bei 
Arnold’s. Das heißt, dass du 
jetzt 3 coole Punkte erhältst.  
P NO NO 
  
collect three cool 
points.  
C143 
Which means, I have 
five, and that means I 
get Joey’s boxers! 
Torej jih imam 
pet, torej dobim 
Joeyjeve 
boksarice. 
/ / / Und somit habe ich schon 5 
eingesammelt. Und das 
bedeutet, dass ich Joeys 
Boxershorts kriege. 
/ / / 
C144 Joey: Fine. - O NO NO - O NO NO 
C145 
Gang up on me!  Kar spravite se 
name. 
/ / / Ihr, könnt ruhig gegen mich 
arbeiten. 
P NO NO 
C146 
I got you all right 
where I want you. 
Imam vas, kjer vas 
hočem. 
C NO NO Aber ihr seid jetzt genau da, 
wo ich euch haben wollte. 
/ / / 
C147 
Phoebe: Come on, take 
‘em off!! 
Daj, sleci jih! / / / Zieh die blöde Hose aus. P YES NO 
C148 
Joey: Actually, y'know 
it’s kinda cold, so how 
about I keep my 
boxers on, and give 
you all a peek at the 
good stuff? 
Nekam hladno je. 
Kaj pa, če jih 
obdržim, dobrote 




YES NO Ich finde es hier drin etwas 
kühl, wisst ihr. Wie wär’s, 
wenn ich die Schorts 
anbehalte und ihr einen Blick 
auf das gute Stück werft? 
P NO NO 
C149 
Rachel: (getting up) 
All right, I’m gonna 
make more margaritas! 
Naredila bom še 
margerit. 
O NO NO Ok, ich werde uns jetzt neue 
Margaritas machen. 
/ / / 
C150 Ross: Whoa, hey! - O NO NO - O NO NO 
C151 
What are you doing?  - O YES NO Also, ich habe eher das 
Gefühl, 
A YES NO 
C152 
Trying to get me 
drunk? 
Bi me rada napila? / / / dass du uns betrunken 
machen willst. 
P NO NO 
C153 




/ / / Hey, bekommst du etwa 
Angst, Rossilein? 
A YES NO 
C154 Ross: Okay. - O NO NO - O NO NO 
C155 
Monica: I think I’ll 
help her out.  
Pomagala ji bom. O NO NO Ich helfe dir. P NO NO 
  
C156 
What is going on here? Kaj se dogaja? / / / Sag mal, was hast du denn 
vor, Rachel? 
P, A NO NO 
C157 Rachel: What? Kaj? / / / Wieso? / / / 
C158 
Monica: You painting 
his toenails? 
Nožne nohte mu 
lakiraš? 
/ / / Na, du willst seine Fußnägel 
lackieren. 
P NO NO 
C159 Rachel: Oh, come on! - O NO NO Ja, warum nicht? P NO NO 
C160 
Monica: Chasing him 
all around the room? 




Prosim. O NO NO Ah, Monica, bitte. A NO NO 
C162 
Monica: He’s totally 
flirting with you too. 
On pa se tudi 
docela spogleduje 
s tabo. 
/ / / Und er flirtet auch noch die 
ganze Zeit mir dir. 
/ / / 
C163 
Rachel: He is, isn’t 
he?  
Pa se res, ne?  / / / Ja, ist er nicht süß? P YES NO 
C164 
 I don’t know, I don’t 
know, I mean maybe 
it’s just being here at 
the beach together or, I 
don’t know.  
Ne vem. Ne vem. 
Mogoče je krivo 
to, da smo skupaj 
na plaži. 
C, O NO NO Ich verstehe das ja auch nicht. 
Ich weiß nicht was auf einmal 
mit uns beiden los ist. 
Vielleicht liegt es daran, dass 
wir hier sind.  
P, A YES NO 
C165 
But it’s like 
something... 
- O NO NO Ich habe auf jedenfalls so ein 
komisches… 
P NO NO 
C166 Bonnie: Hey! - O NO NO Hi! / / / 
C167 Ross: Hey!  - O NO NO Hi! / / / 
C168 Hi Bonnie! Živjo Bonnie. / / / Hi, Bonnie! / / / 
C169 Bonnie: Hi! - O NO NO Hi! / / / 
C170 
My boss let me off 
early, so I took the 
train. 
Šef me je pustil 
prej. Prišla sem z 
vlakom. 
/ / / Ich hab den Zug genommen. 
Mein Chef hat mich früher 
gehen lassen. 
/ / / 
C171 Ross: Oh. - O NO NO - O NO NO 
C172 
Bonnie: What are you 
guys doing? 
Kaj pa počnete? O NO NO Könnt ihr mir mal sagen, was 
ihr hier macht? 
P NO NO 
  
C173 
Joey: We’re playing 
Strip Happy Days 
Game! 
Slači srečne dni se 
igramo. 
/ / / Wir spielen Stip-Happy-
Days, weißt du? 
A NO NO 
C174 Bonnie: Cool! - O NO NO Das ist ja cool. / / / 
C175 
 I’ll catch up!  Tako, da ne bom 
zaostajala. 
/ / / Da halte ich doch mit. P NO NO 
 
C176 
Chandler: So, you still 
don’t think I’m 
boyfriend material? 
Še vedno misliš, 




NO NO Bist du immer noch der 
Meinung, dass ich nicht zu 
dir passen würde? 
P YES NO 
C177 Monica: Huh? - O NO NO He? / / / 
C178 
Chandler: I saw you 
checking me out 
during the game last 
night. 
Videl sem, kako si 
me sinoči med 
igro gledala. 
C NO NO Als wir gestern gespielt 
haben, hast du mich immer so 
angesehen. 
P NO NO 
C179 
Monica: You didn’t 
even take off your 
pants. 
Niti hlač si nisi 
slekel. 
/ / / Du hast doch deine Hose 
anbehalten. 
P YES NO 
C180 
Chandler: Yeah, well, 
lucky for you. 
No, srečo si imela. O NO NO Ja, da hattest du wirklich 
großes Glück.  
P NO NO 
C181 Monica: What? Kaj? / / / Wieso denn? / / / 
C182 
Chandler: I don’t 
know. 




No, / / / Hey! P NO NO 
C184 
Is everybody else 
having just 
the best time?! 
se imate tudi drugi 
nepopisno dobro? 
/ / / Ich finde, dass wir hier alle 
sehr viel Spaß und Freude 
haben. 
P YES NO 
C185 Phoebe: Shhh-shhhh! Pst,  O NO NO Scht! Sei leise. A NO NO 
C186 Joey’s asleep. Joey spi. / / / Joey schläft noch. / / / 
C187 
Phoebe: After he 
passed out, we put the 
Ko je padel 
skupaj, smo ga 
/ / / Nachdem er in Ohnmacht 
gefallen war, haben wir ihn 
P NO NO 
  
sand around him to 
keep him warm. 
zasuli s peskom, 
da ga ne bi zeblo. 
eingebuddelt, damit er nicht 
friert. 
C188 
Rachel: Well I assume 
the, ah, happy couple 
isn’t up yet. 
Rekla bi, da srečni 
par še ni vstal.  
O NO NO Tja, ich nehme an, dass unser 
absolutes Traumpaar noch 
nicht aufgewacht ist. 
P NO NO 
C189 
Did you guys hear 
them last night? 
Ste ju slišali? C, O NO NO Was die für einen Krach 
gemacht haben! 
P YES NO 
C190 
Chandler: Oh, yeah, I 
don’t know what they 
were doing, but at one 
point sea turtles 
actually came up to the 
house. 
Ne vem, kaj sta 
počela, ampak 





NO NO Wisst ihr was. Eins habe ich 
mir fest vorgenommen, liebe 
Freunde: Ich werde ganz 
sicher nie wieder ohne 
Walkman verreisen.  
A, P YES NO 
C191 Ross: Good morning. Dobro jutro. / / / Guten Morgen! / / / 
C192 All: Hey. - O NO NO Hey!  / / / 
C193 Bonnie: Hey!  - O NO NO Morgen! / / / 
C194 
How did everybody 
sleep? 
Kako ste spali? / / / Ich hoffe, dass sie gut 
geschlafen haben. 
P YES NO 
C195 Rachel: Oh, great. Sijajno. O NO NO Ja, und wie.  P NO NO 
C196 Monica: Like a log. Kot klada. / / / Wie ein Stein. / / / 
C197 
Ross and Bonnie: Us 
too. 
Midva tudi. / / / Ja, wir auch. / / / 
C198 
Rachel: I’m going for 
a walk. 
Na sprehod grem. / / / Ich gehe dann mal ein 
bisschen spazieren. 
P NO NO 
C199 
Ross: (to Joey) Good 
morning.  
Dobro jutro. / / / Guten Morgen! / / / 
C200 




/ / / Ich finde, dass du eine super 
Figur hast. 
P YES NO 
 
C201 
Bonnie: Hey, what 
happened to you? 
Kaj pa je narobe? O NO NO Hey, sag mal, hast du 
irgendwas? 
P NO NO 
  
C202 
Rachel: Oh, ah 
nothin’.  
Nič,  O NO NO Nein, nein. Ich habe 
überhaupt nichts. 
P NO NO 
C203 
 I just felt like hangin’ 
out here and reading. 
raje sem tu in 
berem. 
C YES NO Ich wollte hier nur ein 
bisschen lesen. 
P NO NO 
C204 
Bonnie: Oh, the water 
was sooo great! 
Krasno je bilo. O YES NO Das Wasser ist einfach toll.  O NO NO 
C205 
We jumped off this 
pier and my suit came 
off. 
Skočili smo s 
pomola pa so se 
mi odpele kopalke. 
G NO NO Wir sind von Pier 
gesprungen, und da habe ich 
meinen Bikini verloren. 
P, A NO NO 
C206 
Rachel: Ohhhh, sorry I 
missed that. 
To bi rada videla. O NO NO Schade, dass ich nicht dabei 
war. 
P NO NO 
C207 
Bonnie: Yeah, Joey 
and Chandler sure are 
funny. 
Joey in Chandler 
sta pa res hecna. 
O NO NO Also, Joey und Chandler sind 
echt witzig.  
/ / / 
C208 Rachel: Ohh-ha-ha! - O NO NO Oh, ja. / / / 
C209 
Bonnie: I think I 
brought back half of 
the beach in my hair. 
Mislim, da imam v 
laseh pol plaže.  
S NO NO Ach, so was Blödes, ich 
glaube, ich habe den halben 
Strand in meinem Haar. 
A YES NO 
C210 
It was so much easier 
when I used to shave 
my head. 
Lažje je bilo, ko 
sem si brila glavo. 
/ / / Als ich mir noch den Kopf 
rasiert habe, war das 
wesentlich einfacher. 
/ / / 
C211 
Rachel: Y'know, I 
gotta tell ya, I 
just loved your look 
when you were bald. 
Veš, povedati 
moram, plešasta si 
mi bila prav všeč. 
C NO NO Ach, weißt du… Also, ich 
finde ja, dass du sehr, sehr 
sexy gewirkt hast, als du eine 
Glatze hattest. 
P, A YES NO 
C212 Bonnie: Really?! Res? / / / Wirklich? / / / 
C213 Rachel: Ohh! - O NO NO Oh. / / / 
C214 
Bonnie: Because I 
think about shaving it 
all off again sometime. 
Ker se mislim 
nekoč spet pobriti. 
/ / / Ich hab schon darüber 
nachgedacht, ob ich nicht 
wieder eine Glatze haben 
möchte. 
P NO NO 
C215 Rachel: Really? Res? / / / Ach, wirklich? A NO NO 
  
C216 Bonnie: Yeah! - O NO NO Ja! / / / 
C217 
Rachel: I mean you 
definitely should do 
that. 
To bi morala 
vsekakor narediti. 
O NO NO Also, dann weiß ich nicht, 
worauf du noch wartest. 
P NO NO 
C218 
Bonnie: Y'know what, 
I should do it. 
Pa res! / / / Du meinst, ich soll es wagen? P YES NO 
C219 Rachel: Yeah! - O NO NO Klar! / / / 
C220 
Bonnie: Yeah, thank 
you Rachel, you are 
soo cool. 
Hvala, Rachel. V 
redu si. 
O NO NO Danke für den Tipp, Rachel. 
Du bist wirklich cool. 
P NO NO 
C221 
Rachel: Awww, stop.  Nehaj. O NO NO Ach, nichts zu danken, ist 
doch ok. 
P NO NO 
C222 Come on. - O NO NO - O NO NO 
C223 
Now go shave that 
head! 
Zdaj pa pojdi in si 
obrij glavo. 
/ / / Na los, rasiere den Schädel! / / / 
C224 Bonnie: All right. Prav. / / / Ok! / / / 
 
C225 
Joey: What’s the 
matter, Pheebs? 




Odpovedala je. / / / Wisst ihr was?  P YES NO 
C227 
My namesake 
cancelled on me. 
Moja 
soimenjakinja. 
O NO NO Meine Namensgeberin hat 
mir abgesagt. 
/ / / 
C228 Joey: What? - O NO NO Was? / / / 
C229 
Phoebe: Yeah, she 
claimed she had to go 
out of town suddenly. 
Češ da mora 
nenadoma na pot.  
O, G NO NO Sie hat gesagt, dass sie 
überraschend wegfahren 
muss. 
O, P NO NO 
C230 
She’s avoiding me, she 
doesn’t want to tell me 
where my Father is.  
Izogiba se mi. 
Noče mi povedati, 
kje je oče. 
/ / / Aber sie will mir nur aus dem 
Weg gehen. 
P, O YES NO 
  
C231 
She knows, and she 
won’t tell me. 
Ve, pa mi noče 
povedati. 
/ / / Diese Frau weiß, wo mein 
Vater ist. Sie weiß es und sie 
will es mir nicht verraten.  
A YES NO 
C232 
Rachel: Aww Pheebs, 
that sucks! 
Phoebs, to je 
grozno. 
O NO NO Ach, Phoebe, das ist ja 
schrecklich. 
/ / / 
C233 
Phoebe: Yeah, well, 
don’t “Aww Pheebs, 
that sucks!” me yet. 
Ne govori mi še 
Phoebs, to je 
grozno. 
O NO NO Ja, ja, so weit bin ich auch 
schon gekommen, Rachel. 
P, A YES YES 
C234 
Chandler: Where ya 
going? 
Kam? O NO NO Wo willst du denn hin? / / / 
C235 
Phoebe: Well, she’s 
out of town so, there’s 
gotta be something in 
her house that tells me 
where my Father is. 
Odpotovala je, pri 
njej bom že 
ugotovila, kje je 
oče. 
O, C YES NO Na ja, sie hat doch gesagt, 
dass sie wegfährt, und 
vielleicht finde ich in ihrem 
Haus ja irgendein Hinweis 
auf meinen Vater, oder? 
P NO NO 
C236 
Ross: Uh, Pheebs, 
some people call that 
breaking and entering. 
Temu nekateri 
rečejo vlom. 
O NO NO Em, manche Leute, wurden 
so was ja als Einbruch 
bezeichnen.   
/ / / 
C237 
Phoebe: Well, are any 
of those people here? 
Je tu kakšen tak? O, C NO NO Und sind die Leute etwa in 
diesem Haus? 
P NO NO 
C238 All: Oh, no! Ne. O NO NO Nein, natürlich nicht. P NO NO 
C239 No, no! - O NO NO - O  NO NO 
C240 
Phoebe: Okay, look I-
I-I’ll do something 
nice, okay? 
Naredila bom 
nekaj prijaznega.  
O YES NO Hört zu, ich werde 
irgendetwas Nettes für sie 
machen, ja? 
/ / / 
C241 
 I’ll-I’ll fill her ice 
trays. 
Napolnila ji bom 
posode za led. 
O NO NO Ich… Ich werde ihre 
Eiswürfelbehälter auffüllen. 




Živjo, vsi skupaj. / / / Hallo, Freunde! / / / 
C243 All: Wow! - O NO NO Wow! / / / 
C244 Ross: Wh-haa-haa!  - O NO NO Wh-haa-haa!  / / / 
  
C245 
Look what ‘cha did! Poglej no, kaj si 
naredila. 
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